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Pupil's Card, containing pp. iv. & v. of this 
work, Id. 
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tering ttie character and condition of the voice, with 
" counter-part *' for teacher. Is. 6d. 

Large Extended Modulator for the study of 
difficult transitions, 2s. 6d. 
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Wall Sheets, Nos. 1 to 6 (Time) 3d. each, 7 to 
20, 6d. each, 21 to 23 (Voice) Id. each. 

Tonic Sol-fa Tuning Forks, see pp. 29 and 59 
of this work. Prices — ^Teachers Is , Pupils Is., 
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MENTAL EFEECTS AND MANUAL SIGNS OF TONES IN KEY. 

Note.— TAe dicsram ihite th* hand o. uen from thi left of th» t«athtr. 
FIK8T STEP. SECOND STEP. THIRD STEP. 




SOH. 

The Ohanh or bright tooo, — tho Maji 
DoMciAXT making; with Te and Ray the 
Itomuuuit Chord,— the Chord " "' — "■ 
iuAalK. the Chord's 



I, and with 



The PiiBcmo or tentititrt 
lone, — the Major LsiDDta 
Tone, mHlnng -with Bay and 
Ftth the weak Chord T. 



lAH. 

The Sad or vKeping tone, 
—the Major Scbmediant, 
making vith Leh and He 
theChoidl.. 



ME. 

The 8tbady or catm t«no, — tho 
'^[aJDcUBDUNT, makingwith $vAand 
Ta the nroly uwd Chora H 




DOH. 

The Stbono or /rm t«ns^~> 
the Major Tonic, makins with 
Jffand^oA the Tonic Qiord, 
tho Chord D. 



BAT. 

The RoTjsiNa or haptfal 

tone, — tho Major Supsa- 
TONic, mitli-ing with Fah and 
Lah tho Chord E,— in which 
caao it is nataiBllv mmg a 
konuna flatter, and may be 
diBtiugiuBhed aa Eah. 



Von.— Tien proximate vtrbal dttetiplhHl of mtiital effect arf only true of the loiiei of li 
ygjl^^htit tit ear >'• jUUd mth the key, mid when the effect >'< mt modified by haroKtiy. 



Tho Desolats or awe-iiiipirins 
tone, — the Major Scbdoiiiijamt, 
mokiDg with Lah and ScA, the Sub- 
dominant Chord, — the Choi^ F. 

of the lonei of the teaU uhen eunrf 



TOHIC SOL-PA TIHE CHART. 
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NoTH. — "Ai" is proEounood 
18 prononnced aa in father, "a" 
and "i" as in lid. When it ia desired 
accent the letter "r" in inSErted tlius, 
Ac. When there is need to eipresa the 
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torakterele 



i'd,fflil, &0. "Aft" 
l,"e"aain W. 

show the strong 









letter " 1 " ia inserted in a tiinilar way. These time- 
ar« copied from II. Faiis'a "Lan^e des dureea." The 
minute divisiaiiB are seldom used except in InBtmmental 
Music. In the Tonic 8oI-fa notation we often write lot 
measuTes in the place of om in the common notation, thus 
fliprestiing the accent mixte troly. J, C. 
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CERTIFICATES OF MUSICAL SKILL. 



JXTHIOS-SCHOOL CEBTIFCATE. 

Or Optional Preliminary Examination for Evening 

Classes, 

[Teadiers or their Assistants holding the Elemen- 
tary Certifiatc may grant this.] 

1. — Bring on separate slips of paper the names 
of three tunes, and point and Sol-fa on the Modu- 
lator, from memory, one of these tunes chosen by 
lot. 

2. — Sing on one tone to laa, in perfectly correct 
time, any one of Nos. 1 to 9 of the " Elementaiy 
Rhythms," taken by lot. Two attempts allowed. 

3. — Follow the examiner in a voluntary by the 
manual signs, or on the Modulator, moving at the 
rate of M. 60, and consisting of at least sixteen 
two-pulse measures, including leaps to any of the 
tones of the scale, but neither transition nor the 
minor mode. 

4. — Answer correctly any one which the teacher 
may choose of the exercises belonging to class A, 
in the second and third steps of *' Hmts for Ear 
Exercises," {i.e., Nos. 76 to 121, and 160 to 175), or 
any corresponding exercise. 

XLEMEHTABY CEBTIFIGATE, 

Making its holder a recognised pupil of tlie Tonic 
Sol-fa Method, and essential to a creditable and hon- 
ourable appearance in any public concert professing to 
exhibit the results of our elementary teaching* 

[Those who hold the Intermediate Certificate may 
grant the Elementary.] 

1. — Bring on separate slips of paper the names of 
six tunes, and point and sing on the Modulator, 
from memory, one of these tunes chosen by lot. 

2. — Sing on any tone to Im, in perfectly correct 
time, any two of the " Elementery Rhythms," 
taken ^ lot. Two attemps allowed. 

3. — Follow the examiner's pointing in a volun- 
tary on the Modulator, moving at the rate of M. 



60, containing transition into one of the side 
columns on the '* better mode." 

4. — ^Pitch by help of a tuning fork, Sol-fa not 
more than three times, and afterwards sing to words, 
or to the open syllable laa^ any "part" in a psalni 
tune, in the Tonic Sol-fa Notation, not seen before — 
but not necessarily containing any passages of 
transition, or of the minor mode, or any divisions 
of time less than a full pulse. 

5, — ^Tell by ear the Sol-fa name of any three 
tones in stepwise succession (except m r d) the ex- 
aminer may sound to the syllable " Scah,*' the 
examiner having first given you the key-tone and 
chord. Two attempts allowed. 

INTEBMEDIATE CEBTITIGATE, 

Enabling its holder to examine for the Elementary 
Certi^ate — admitting to examination for the Junior 
Teachers* Certificate, preparing for the Members' 
Certificate, and essential to a creditable and honourable 
membership of any choral society where no system- 
atic course of instruction is pursued, 

[Those who hold the Members' Certificate with O.N. 
may grant the Intermediate, after their name has ap- 
peared for one month in the Tonic Sol-fa Eeporter 
without objection.] 

1. — Bring proof of your having taken the Ele- 
mentary Certificate, and if the examiner chooses, 
pass the elementary examination again. 

2. — Bring on separate slips of paper, the names 
of eighteen tunes, and point on the Modulator one 
of these, chosen by lot. The six tunes of the Ele- 
mentary Certificate may be included in these 
eighteen. 

3. — Sing on one tune to la^, in perfectly correct 
time, any two of the <* Intermediate Rhythms," 
taken by lot. Two attempts allowed. 

4. — a. Sol-fa at^r«^ sight, and afterwards vocal- 
ise from the Tome Sol-fa Notation, any tunes or 
parts of tunes the examiner may select, containing 



CEaTIFICATES. 



tranaition of the first ic 

Madalator. *. Sol-fa in correct iimo anu nine any 
one oS ibe " Minor Modo PhraseB ' ' chosen by lot. 
Two attempts allowed. 

6. — Write down from ear, or tell the ciaminer 
how to write the Sol-fa notes of anytwo flimjilQ 
phrase*, not beard before — the eiaminer giving 
yon the key-tons and voailifflng the tone bat not 
more tiutn tliree Umes. 

[6.— 8ol-£tt at j!™( light, and nKenrardB sing to 
wtftda, any ordinary ByUabic psalm tune /rem thr 
Eitabliihed yotalion.] This requirement is optional, 
but if it is complied with the fact will be stated 
on the oeitiGcat^. 

UUEBS' CERTIFICATE, 
A Cerlijkatt of general Mutical Culture, admiiting 
to JffmStre&ip in the Tonic Sol-fa College, and quali- 
fying for Leaierihip in Singing Soeietiie, and 
Precenlsrihip i» Churchte. 
For particulars of this certificate apply to the 
Searetaiy. Apply al«o to Tiim for puidciilsrs of 
the "Advanced Certiflcate of general Mnaical 
Knowledge," and the " Advanced Certificate in 
Special branchesof Enowledce." Holders of these 
last named certificates haTe the letters A.C. placed 
after their namee in Tonic So-fa usage. There are 
also Instrumental Certificates. 

H0IT01IB& nr THZOBT. 

Those who take thecertificates of musical ptActico 
and skill described above, are reckoned to bo worthy 
of apeda! honour if they con also pass [in writing) 
an examination on pointis of Theory. For the 
"Honours" of the Elementary Certificate, the 
pupil ia required to answer questions given at the 
end of each step of this work on the nature of a 
measure, a pulse, divisions of a pulse, on the scale, 
on tbo Mental effect of tones sung slowly, and on 
sin^o Notation. The Theory Honoura of the 
Intoimediate Certificate can be obtained 1^ answer- 
ing dmilar qneations on Voico-traimng, Breathing 
plaoea,'tlie dlaBsification of voices, Imitation, Har- 
nuHiy, Q^ansition of first remove. Minor mode and 
Expaesifon, tu far as these subjects are treated in 
the 1st to the 1th etAps of thia work. The Theory 
HonouM of the Members' Certificate include a 
tmowledffe of Phrasini;, Transition, Transitional 
Modulation, Musical Form, Verbal and Musical 
EzpreBdoo and Fionanciation as treated in the lUi, 



the Extended Sth and 6Ui steps of this work, and of Harmonj 

as treated here and in "How to observe Hormony,'* 

edition. The Theory Honours of the Advanced 



Certificate require a knowledge of the explanatory 
parts of" Common places of Slusic." Fuller par- 
ticulars of this certificate may he obtained bora 



TXACEEBS' CESIUICATBB. 



ftcate ; but it will no doubt 1 
Members' Certificate with Honours m Theory. 
The Second Class Teachers' Certificate will require 
the Intermediate Certificate with Honours in 
Theory, a favourable remirt of Skill in Teaching, 
a favourable report of Beaulta, and a paper ex- 
amination in the qneations bearing on the art ot 
teachii^ in the Standard Course. 

OOLLZOE C0UB8ES OF IKSTBTICnOir. 

Oral instruction is not given by the College at 
the present time, except in lie form of papers 
read at its annual meetings ; but instruction is 
given very extensively through the post. The 
Pupil studies certain texts books, and works out Ibe 
exercises in thom. Those eiercieea he sends peri- 
odically to the Secretory, enclosing a small foe, and 
they are returned to him corrected. At the close 
of the course, those who have worked the exercises 
well, receive "Honourable Mention " in the Ibiii'e 
Sol-fa JUporter. Most of the teaching, however, 
cannot be made equal to personal teaching ; Pupils 
are therefore recommended, whercever possible, to 
work through a course of exercises under a teacher, 
and to send up to the CoUege only the "testing sot," 
for honourable mention. There is a courae of Har- 
mony Analysis, (^vided into two stages] foundedon 
the text book " How to observe Harmony," and a 
special course, founded on " Common-places of 
Music." There is a course in the study of the 
Common Staff notation, founded on the "Introduc- 
tion" to that notation. And there is a course in. 
Elementary Composition divided into throe st^oa. 
founded on the "Common-places of Music." With 
this laat cc '-^ '— '' ^^ ■" 



Ptem of Frizes and 

the higher , 

Examiner. FuUer particulars ot all these subjects 

can be ohtain«d from the Secretary. 



NOTICE. 



Several friends have said to me " why do you not 
arrange your book in lessons? It would be so 
convenient for us, every time we go to our class, 
to know exactly how much and how little we have 
to teach." I would gladly have done this; but 
the different capacities, tastes, and circumstances 
of our pupils make it im]possible. A School lesson 
and a lesson to an Evenmg class, a Hef ormatory 
lesson and a College lesson, differ exceedingly 
both in the manner of teaching and in the number 
of things which can be taught. ^ I can only pro- 
vide a general method, some points of which are 
essential and some non-essential, leaving the teacher 
to adapt this method to the particular class he has 
to deal with. Such topics as Harmony, Pronuncia- 
tion, Musical Form, Voice Training, and the difficult 
parts of Time, Tune, and Expression may, however 
important, be reckoned as non-essentials, and will 
have to be omitted in many classes. 

Although I could not fix the exact amount of 
instruction and exercise which every class can 
receive lesson by lesson, I have diWded the method 
into Steps. By a step I mean a certain stage of 
the pupU's progress at which he is expected to stop 
and examine himself, and bring the different divi- 
sions of his labomrs (tune, time and expression) 
abreast of one another. This is what is called, in 
the counting house, " taking stock," in the House 
of Commons, " Beporting -progresa" It is ascer- 
tained that ordinary students do learn a certain 
l)roportion of each branch of the subject (;o/2^rr^^/y, 
and this proportion is given as nearly as possible in 
each step. One-sidedness of study is most danger- 
ous and miserable to the student. A clever reader 
of tune who cannot keep titne is constantly finding 
himself wrong, and annoying his neighbours, and 
a good tiiMist who is often singing out of tune feels 
himself to be unsatisfactory, and often stops the 
clasis to get his errors corrected. The steps, with 
their amplitude of questions at the end, enable all 
the members of a class to march together, — ^tokeep 
step. 

But the Lesson is a different thing from the Step. 
A very dull class may require three or four lessons 
^fore they finish the tot stage of progress and 



bring themselves up to the mark distinctly drawn 
by the examination at the close of the first step. 
Barely have we found classes so quick and ready 
that they can accomplish the first step at a singU^ 
lesson. The teacher studies the kind of class he is 
about to teach, and draws out the plan of his lessons 
accordingly. Until he knows hJs class more per- 
fectly he will seldom be able to do in a lesson 
exactly what he had planned to do, but be always 
goes to his class with a plan, — having chosen the 
exercises to be done, and having anticipated in his 
own mind and pictured to lus imagination, the 
blunders he will be required to correct, and the 
brief verbal explanations he will be expected to 
make. 

When a new topic is introduced, it occupies a 
larger portion of time than the other topics, and 
may at first do this even to the exclusion of others. 
But directly a subject has reached the "wearying 
point " in a class it must stop, even if it has occu- 
pied only a short time. At first the chief care will 
be given to the subject of tune^ and not until the 
attention of the class gets near the wearying point, 
does the teacher introduce the first elements of time, 
as a variety. When the association of sylhiblo 
and interval in d m s is fully established, and not 
till then, will much attention be given to the earlier 
time names. It is not wise to introduce a great 
number of new topics in one lesson. The Voice 
exercises should occupy a brief portion of each lesson 
at its opening. On all teachers, taking up oui 
Method, I urge faithful attention from the begin- 
ning to three things — the Pattern — the Mental 
Effects, and the preparation for Certificates. The 
experienced teacher knows how to arrange the 
topics of his class, how to pass promptly from one 
to the other, how to keep up the interest, and how- 
to secure an even progress in ^ the branche?: 
of study. For the inexperienced teacher, I have 
gathered together all the helps I could think of, 
in the " Teacher's Manual of the Tonic Sol-fa 
method."* 



JOHN CUEWEN 



FlaistoWf 2nd July, 1872. 



* Iq preparation. 



THE STANDARD COURSE 



OF THE 



TONIC SOL-FA METHOD OF TEACHIXG TO SIXG. 



FISST STEP. 

To produce a good tone. To train the muscles which rule the lungs. Given a key tone, to recognize and produce 
its fifth and third. To recognize and produce its upper octave and the lower octave of its fifth. To recognize 

and produce the simplest divisions of time, 

slight cough, or in pronouncing clearly the letter 
^, as in game; or ^, as in keep. This ''shock" 
does not require force, but only definiteness of action. 
It must also be delivered with as little breath as 
possible. The word skaalaa, {aa as in father) which 
many voice-trainers use for their exercises, nas this 
advantage, that its first syllable necessitates that 
clearly marked "explosion" of the vowel of which 
we speak ; but in using it, the s must be scarcely 
heard, and the k must be delivered sharply. 



Voice Tbainino 

A singing lesson is a calisthenic exercise, and 
should be preceded, where possible, by such gym- 
nastic movements of the arms and shoulders as will 
exercise and strengthen the muscles of the chest. 

€N>od Tone. — From the earliest exercise, the pupil 
should try to produce a good tone, that is, a tone 
clear and pure (without any admixture of breathi- 
ness), and of a jpleasant quality. For this purpose 
constant, if possible, daily attention must be directed 
to three- thmgs : 1st, the " shock of the glottis ; " 
2nd, the throwing forward of the voice ; and 3rd, 
the control of the breath. Purity of tone depends 
on the first and third of these, quality on the second 
and third. The lump in our throat called the 
larynx or " Adam's apple," is the instrument of 
voice. The glottis is the slit between those lips of 
the larynx (or vocal chords), which form its lower 
opening. When Garcia and other voice-trainers 
roeak of the " shock of the glottis ;" and when Dr. 
Kush, Mr. Melville Bell, and other elocutionists 
speak of the clear "explosion" of vowel sounds, 
tiiey refer to the firm closing, followed by the 
distinct opening of these lips of the larjTix. The 
action of the lips of the mouth, in pronouncing 
strongly the letter p, in papa, will illustrate this ; 
and tiie "shock of the glottis" may 1>q felt in a 

St, Co, (NewJ 



Quality of voice {timbre, that which makes the 
difference between a hard wiry voice, a soft clear 
voice, a full rich voice, &c.) depends chiefly on the 
habit of throwing the air-stream forward in the 
mouth. Professor Helmholtz' experiments, as well 
as the practice of Garcia and others, support this 
view. The stream of vocalized air should strike 
against the palate as near as possible to the root of 
the upper teeth. Some vowels naturally favour 
this habit more than others. In English, ee, ai 
(as in fatl, maid, &c.^, oa (as in oar, coat, &c.), and 
00, are all " forward vowels, as any one may know 
by a few experiments with his own voice. Tha 
frequent use of these vowels, in vocaliziug, in 
connection with a proper management of the 
breath, enables the voice-trainer "to form," says 
Madame Seller, "out of a sharp, hard, and dis- 
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agreeable voice, a voice sweet and pleasing." The 
open vowel aa (as in f«ther) is commonly formed, 
by the English, the French, and the Germans, far 
back in the mouth; but "the Italians," says 
Madame Seiler, *' form no vowel so far front as 
their clear-sounding beautiful aa.** When we copy 
the old Italian voice-trainers in employing this 
vowel — so useful in vocalizing, because it opens the 
mouth properly — let us take care to throw it for- 
ward, and so give it the soft round Italian quality. 
It is unfortunate that our ee, aiy oa, and oo^ do not, 
like the Italian aa, promote the proper opening of 
the moutii. 

The proper management of breath promotes 

a correct striking of the tones, as well as their 

purity and quality. Insufficient breath causes 

flatness of pitch, at the same time with thin and 

poor quality. The slightest unnecessary force of 

breath makes itself heard along with the vocal 

klang, and causes mixture and impurity of tone. 

"Every tone," says Madame Seiler, "requires, for 

its greatest possible perfection, only a certain 

quantity of breath, which cannot be diminished or 

increased without injury." As the breath has to 

be received into the lungs by the same channel 

through which it leaves i^em, it is obvious that the 

regular action of breathing must be interrupted 

when we speak or sing. Hence the necessity of 

care and management. Elocutionists as well as 

Voice-trainers recommend that the lungs should be 

kept fairly full. Mrs. Blaine Hunt says : " Accustom 

yourself to take breath wherever you can, although 

you may not feel the necessity for it at the time. 

This is important to beginners, as it teaches them 

80(»i to take it without exertion, and less perceptibly 

to the hearer." Of course the sensible singer can- 

not take breath in any place in which his doing so 

would spoil the sense and continuity of the words, 

or of the musical phrases. There is no need of 

noisy effort to draw in the breath ; the nose and 

mouth being open, it is only necessary to expand 

the ribs and the lungs are filled. In the beginning 

of his studies the singer should take breath at the 

end, and at some convenient place in the middle of 

each line of poetry. Gradually the muscles which 

Jiold the ribs distended sideways, as well as those 

underneath the lungs, by which alone the breath 

should be expelled, or rather expended^ will gain 

strength. A long sustained tone should not be 

expected at first ; and the swell upon such tones, 

properly delivered, is, as Garcia, Bassini, and 

others shew, among the last attainments of vocal 
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power. Exercise steadily pursued, and nothing 
else can give to the muscles the requisite power of 
control. Voice exercises should, for a long time, 
be sung, as the old Italian masters required, only 
softly. The effort to sing softly {or piano), with a 
full but not overcrowded chest, compels attention 
to the control of the muscles; it also the better 
enables the pupil to perceive for himself whut is 
meant by purity and beautiful quality of tone. 
Until this perception is formed nothing is done. 
The pupil in a popular evening class, must, in this 
matter, rely chiefly on himself and his daily practice. 
It is but little study of individual voices which a 
class-teacher can give. Much, however, is done in 
classes by imitation and sympathy. We have 
noticed that every teacher who himself understands 
what "a good tone" is, ivill have it in his class ; 
and when once the right habit is established there, 
new comers naturally and easily fall into it. 

Position. — The singer should (a) stand with lieels 
together in the soldiers posture of " stand at 
ease;" {b) with head erect, but not thrown back; 
(c) with shoulders held back, but not up ; (d) with 
lungs kept naturally filled — not with raised chest, 
except on extraordinary occasions — but with the 
ribs, never allowed to collapse, pressing against the 
clothes at each side, and the lower muscles of the 
abdomen drawn in ; {e) with the mouth freely open, 
but not in the fish-mouth shape 0, — the lips being 
pressed upon the teeth, and drawn somewhat away 
from the opening, so as not to deaden the sound, — 
the lower jaw falling, — the palate so raised as to 
catch on its front-part the stream of air from the 
lungs, — and the tongue* flat, its tip just touching 
the lower teeth. These rules have to be carefully- 
studied by the singer, and, at first, they will make 
him stiff and self-conscious; but soon, and with 
care, the proper position will grow into a habit. 
Everything will be most easy, and the motto of the 
old masters will be realized — " Pleasant face makes 
pleasant tone." The teacher " calls his pupils into 
position " by giving out as words of command — 
"«," " *," " c," " <f," " e." At each order, the pupils 
take the position indicated by those letters as 
above, and the teacher watches to make sure that 
they do so properly. He makes a sign — a motion — ■ 
with the fiingers of his left hand to those who do 
not open the mouth sideways as much as he wishes, 
and another sign to those who do not keep their 
teeth about two finger-breadths apart. He shakes 
his head at those who do not make a "pleasant 
face," and so on. Gkuxjia says : " Open mouths of 
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an oval shape, like those of fishes, produce tones of 
a sorrowful and grumbling character ; those of 
which the lips project, in the form of a funnel, give 
a hard barking voice; very wide mouths, which 
exhibit the teeth too much, render the tone rough ; 
those which have the teeth too close, form shriv^ed 
tones." These points must be attended to at the 
commencement and in the course of every early 
lesson. There is no other way in which the pupil 
can be saved from slovenly habits and coarse flat 
singing. 

Ex. 1. — To train the muscles at the sides of the 
Iwigs and under them. — To be repeated at the open- 
ing of each lesson of the first step. 

The pupils standing, if possible, in single file, 
round the room (so that the teacher may approach 
each one and quietly signify any defect of position 
while the exercise is going on), the teacher raises 
his hand while the pupils take in breath slowly, 
and without noise. The pupils hold their breath 
while the hand remains high, and let out the breath 
again through the mouth, and gradually as the 
teacher lowers his hand. The teacher counts " one,' ' 
"two," "three," &c (at the rate of M. 60, or as 
slowly as a common eight-day clock ticks), while he 
lowers his hand. The pupils say, by holding up 
hands, who held out as fer as "three," "four," 
** six," &c. The teacher is well satisfied with " four" 
at first, and does not require even that from weak 
lungs. 

Ex. 2. — To train the larynx for the production of 
pure vocal klang. To be repeated at the opening of 
each lesson in the first step. 

The teacher sings on the syllable ai (as in gam, 
pflil, &C.J a middle tone of the voice, say G or A. 
The pupils imitate that tone, commencing immedi- 
ately the teacher opens his hand, and cutting it off 
sharply the instant the teacher closes his hand. 
This done, he gives the vowel ai again, but immedi- 
ately changes it into the more open and pleasant 
aa\ changing, however, as little as possible the 
ai position of the tongue, so as to secure the " for- 
ward " Italian aa. The pupils imitate, attention 
being given exclusively to the position and to 
pui ity of the voice. This is done with various tones 
— say with D, with F, and with A. 

First Exercises in Tune. 

Pitch. — ^By "pitch," we mean the highness or 
loumess of sounds ; the difference between the 
sounds produced towards the right hand on the 
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piano and those towards the left, or between a 
squeak and a growl. We are not anxious, at present, 
to teach the absolute pitch of sounds. Our first and 
chief work is to teach the relation of sounds in a 
tune to what is called the key-sound of that tune. 

Key Tone.— Everything in a tune depends on 
a certain "given" sound called its governing, 
or key-tone, from which all the other tones 
measure their places. At present the teacher will 
pitch the key-tone for the pupil. The modulator 
represents this key-tone with its six related tones, 
in the way in which they are commonly used. Tho 
pupil will learn to sing them by first learning to 
perceive their effects on the mind, and not by 
noticing their relative distances from each other. 

Pattern. — The teacher never sings with his 
pupils, but sings them a brief and soft "pattern." 
The first art of the jpupil is to listen well to the 
pattern, and then to imitate it exactly. He that 
listens best, sings best. When it is the pupil's 
turn to sing let him strike the tones firmly, and 
hold them as long as the teacher pleases. As soon 
as the modulator is used, the teacher points on it 
while ho sets the pattern, and also while the pupil 
imitates. 

Ex. 3. — The Teacher asks his pupils for a rather 
low sound of their voice. He gets them to sing it 
clearly, and well drawn out, to the open syllable 
CM, He takes it for the key tone of a tune. He sings 
it, and immediately adds to it what is known as 
the fifth above. The pupils try to imitate the 
" pattern," singing (still to aa) the key tone and 
its nearest related tone. When, by patient pattern 
and imitation, this is done,— 

Ex. 4. The Teacher gives a different low sound 
of the voice for the key tone, and {isks the pupils to 
give him that other related tone again. This ho 
does several times, always changing the key tone. 

Names and Signs. — Immediately that a thing is 
understood it is important to have a name for it, 
and sometimes a sign also. Any name or sign 
which is agreed upon between Teacher and pupil, 
will answer the purpose. But it is convenient to 
use the same names which others use. On our 
modulator and in our notation we call the key tono 
just g^ven Dohy and the other nearly related sound 
Soh, For voice Exercises, in which the Teacher 
has to look at pupils while he gives them sig^n^s to 
guide their singing, it will be useful to employ the 
closed hand as a sign for Doh, and the open hand» 
pointing outwards, with the thumb upwards, for Soh^ 
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Ex. 5. The Teacher gives Boh and Soh (to the 
open ad) and, immediately after, another sound, 
different from Soh^ which he knows as the third 
of the scale. The pupils imitate his pattern. The 
Tonic Solfa name for this sound is Me^ and the sign 
is the open hand with the palm downwards, 

Ex. 6 . The Teacher, by the above named manual 
signs, causes the pupils to sing (while he watches 
their position and the opening of their mouths,) 
to the open sound aa such phrases as the following, 
Bohf Soh, Me, Soh, Boh, — Boh, Me, Soh. — Soh, Me, 
Boh, Me, &c., &c. The Teacher changes his key 
tone with nearly every new Exercise, lest the pupils 
should be tempted to try, and sing by absolute pitch, 
instead of directing their attention to the relation 
of sounds. 

Mental Effect. — ^The effect felt by the mind as it 
listens to these three tones, arises first from their 
difference in pitch, one being higher or lower than 
the other, and secondly and chiefly from their 
agreeing well with each other, — so that it is pleasant 
to hear them one immediately after the other, and 
pleasant to hear them sounded together. The 
science of sound shows how closely and beautifully 
these three tones are related to each other, in the 



number of their vibrations. Their agreement may 
be shewn by sounding together 1st Boh and Soh, 
2nd Boh and Me, 3rd Me and Soh, and 4th Boh Me 
Soh. When three tones are thus related, and 
sounded together, they are called a Chord. The 
pupils will be led to notice the different eject on 
their minds of the three tones of this Chord. As 
they form the Chord of the key tone, they are the 
bold, strong, pillar tones of the scale, on which the 
others lean, but they differ in the manner of their 
boldness, one being brighter, another stronger and 
more restful, another more peaceful, &c. The 
Teacher, having brought his pupils to a clear con- 
ception of these tones, apart from syllabic asso- 
ciation, now attaches to each of them its singing 
syllable, — ^teaching by pattern, and pointing on 
the modulator the six following exercises. For the 
sake of solitary students, who cannot be thus 
taught, these exercises are printed, in the form of 
diagrams, with skeleton modulators at the side. 
The first letters of the syllables on the modulator 
are used to indicate the notes, and so point to the 
modulator in the mind's eye. A narrower typo 
and somewhat altered form is given to the letter m 
(n), for convenience in printing. 



Ex. 7. KEYS D & F. 
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Ex. 8. KEYS D & F. 
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Ex. 9. KEYS D & F. 
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Ex. 10. KEYS D & F. 
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Ex. 11. KEYS D & F. 
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Ex. 12. KEYS D & F. 
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Octaves or Beplieates. — ^It is in the nature of 
music, that tones, which vibrate twice as fast or 
twice as slow as some other tone, should sound so 
like that other tone, and blend so perfectly with it, 
that they are treated as the same tone and receive 
the same name. They are the same in Belative 
position and mental effect, — ^the difference of pitch 
being the only difference between them. Thus 
every sound has its " replicate " or repetition above 
and below. The two sounds are called octaves one 
to another, because if you count the tones of a scale 
from any sound to its replicate (including the tones 
at both ends) you count eight or an octave of sounds. 
We put a figure one upward thus — (•), as a mark 
for Ae upper octave, and downward thus — (|), as a 
mark for fiie lower octave. If we wish to indicate 
higher or lower octaves still, we use the figure 
p). The sign for a higher octave would be given by 



raising the hand which gives the sign, and for a 
lower octave by lowering it. 

Ex. 13. The Teacher gives a low sound of the 
voice for Boh^ and patterns to the open syllable aa, 
d, n, 8, d'. The pupils imitate. Again, by manual 
signs, the Teacher requires the pupils to sing which 
ever of these notes he pleases, while he watches the 
position and the opening of the mouth, — in each 
exercise varying the key. 

Ex. 14. The Teacher g^ves a middle sound of 
the voice for Boh^ and then patterns to the open aa, 
d, n, 8, 8|, d. The pupils imitate. Again, watch- 
ing his pupils, he requires them, by manual signs, 
to make any of these tones he pleases, in each exer- 
cise varying the key. 

The Teacher sets for each of the following Exer- 
cises a Solfa pattern on the modulator. 
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Ex. 15. KEY C. 
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Ex. 16. KEY C. 
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Ex. 17. KEY G. 
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FmsT ExBECiSES IN Notation. 

In the following Exercises, « Key G," « Key C,'» 
** Key A," teU the Teacher where to pitch his Boh, 
The letters point on the modulator in the mind's eye. 
The Teacher pitches the key tone. The pu^s 
■** sound the chord," singing (when they liave a 
jniddle sound of the voice for BohJ Boh, Soh^, Me, 
JDoh, and when they have a low sound, Boh, Me, 
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Soh, As there is no indication of time, the tones 
may be made as long or as short as the Teacher 
likes. A gentle tap on the desk will tell the pupils 
when to begin each tone. During this Exercise it 
may be weU to let the large modumtor hang before 
the pupils, that thejjr may glance at it when their 
mental modulator fails them. 
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Ex. 19. KBT C. 
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Ex. SO. KBT A. 
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FlECT ESEBCTSES !-■* TotE. 

ISma tad BhTthm. The trwd time ii 
ii3«l in three difibreiit sonaps. Sometimes ti meena 
the dagrtt of tpttd at which the music is sung, as 
when we speak of quick time, slow time, etc. fhis 
wocaU "The Rate of MoTCment." Sometimes it 
msana the tumngGment of accents in b tunc, as 

T^ wo can " The Meaenre." Sometimes it means 
the vatied lengths of a set of notea standing to- 
gether, as when we speik of " keeping the time " 
In a certain phrase. Thew time-amngementa of 
brief musical phrases we ooll " BhTthms." The 
woid Bhythm is also used in a general sense to ei- 
press the larger relations of time and accent, such 
as the aomber and kind of metuwies in a tune, and 
the pmpoitiim vhich is given to each " sectioD " of 
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loads ^»ft paiuls to distinguish the differeooe 1>^ 
tmen a idmI and a itnmg accent both in words 
and muBC. The Teacher wiU be careful not to let 
h'S pniHls exaggerate the strong accent, so as to 
.t__-._,_,j, ; — ...J _* ^ — '- in accented 



ether elanaat laedominateB. An iqsight bard) 
■haw* that tti« note vhkh (bOows it is to be song 
"witl: the ainagei accoit Twt> doti,tl»u, [:) shew 
-that the BDto vUch fUlam them h to ba aang with 
Vrnveakadcoit. 
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Ex. 28. ssr C. 

8 n d' n 8 d n 

r. The Teacher 
fester in some 
cases and slower in others, but the poises of the 
same tune are eqnal in length ono to the oilier. 
The Teacher iUnstralrs this. The b^inning of a 
pulse of time is indicated by an accent mark as 
abore, and its end is sho^mbj the next accent marie. 
In Tonic Sol& printing we place the accent marks 
in each line of the music, at equal distances, so aa 
to measare time pictorially. 

Keaaare. — In music the accents recor in rc^tl* 
lar order, — that is, if they b^iii thus, — bthoso. 
wral; they go on in tha same way, — if they begin 
STBONQ, tueak, atak, they continue to recur in that 
order and so on. The Teacher illustrates this by 
ranging tunea to his pnpils, and requiring them to 
tell him which onfcr «/ atteoU he nsea. The time 
which extends &am one tlraag accent to the next is 
called a awamrv. It is the primary form of a 
measDie. If the tune begins on a wet^ accent the 
measure is reckoned from that, and extends till the 
aame accent recora again, Tiaa ii the tetondarif 
form of a meaaoie. 

Two^nlM naaavra. — Wliai the accents of a lame 
rccnc in the following regolar order, 8rBo:<a, vxat, 
STKONO, tcuat, and so on, or wtBk, Braoso, wwi-, 
sTRO'io, and ao on, that tune is said to be in tint 
ptUtt metmir*. 'Die piimai; form of two poise 
measure would be npreeented thus, { ; J 

form thoB { ' I I 

-WeeanaringleiHil»e(irtiateTerbe 

a tf moT^ngat) taa- ai {■> aa in pnl, n«L etc). 
Whan wa nah to inokatn a atraog aeooit we intio- 
dw» Ika WlK R, tte> tUA-Ai. 

Ex. M. Um TsMho' ausca hia pa{ala to sag 
k Bamber at ^limaiy two-pulse masur^ on me 
toD* to ttasebmenamea. while lie beata the time 
3tBadil3r. Adoes ttiiatin«a ham "gut into (he 
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flwing " of the rhythm (traa-ai, taa-at, tbaa-ai, 
TAA-Ai, etc.) so that all the voices strike the begin- 
ning of each pulse perfectly together. Alternate 
measures are then sung by teacher and pupils, main- 
taining the same rate. They do this again with an 
entirely different rate of movement, only taking 
care to keep up the rate of movement when once 
begun. In this exercise let the pupils be careful 
to sing each pulse (taa-ai) fully to the end. The 
second vowel ai is meant to make him do so.* 

Ex. 26. The teacher in the same manner makes 
his pupils practice secondary two-pulse measures 
(taa-ai, traa-ai, taa-ai, traa-ai, &c). 

Ex. 26. Sing Exs. 20, 22, and 23, beginning 
with the strong accent, and again beginning with 
the weak. 

Ex. 27. Sing Exs. 18, 19, and 21, beginning 
with the weak accent, and again beginning wil£ 
. the strong. • 

Three-pulse Measare. — ^When the accents of a 
tnne recur at regular intervals thus, strong, weak^ 
weak, strong, weak, weak, and so on (that .is 
like the accents in the words "heav^^y," "happt- 
fiets" and so on) or weak, strong, weak, weak, 
strong, weak, ana so on, (that is like the accents 
in the words "flxnaztw^," "flbunrf^w^," and so 
on) the tune is said to be m three pulse measure. 
The primary form of three pulse measure is this 
J : : II and the secondary this : | : || 
In 'the three pulse measure, when sung slowly, the 
second accent is not weak, but often nearly as strong 
a» the first. For convenience, however, we always 
-write this measure as above. 

Ex. 28. — ^The Teacher will make his pupils sing 
TfLAA-Ai, TAA-AI, TAA-AI (primary 8 pulse measure) 
on a single tone, while he beats time, first at one 
rate of movement and then at another rate, always 
sustaining, in each:ex6rcise, the rate at which he 
commences it. 

Ex. 29. The teacher will do the same with taa- 
at, TBAA-AI, taa-ai,— (secondai^ 3 pulse measure). 

Ex. 80. Sing exercises 20 and 22 in the pri- 
mary three pulse measure', making two measures^ 
and the first pulse of the next, to each exercise. 

Ex. 81. Sing exercises 18 and 19 in secondary 
three pulse measure, making for each exercise, two 
measures and two pulses of a third measure. 

Continned Tdaies. — When a tone is continued 
from one pulse into the next, we mark the contin- 
uation by a horizontal line thus ( — ). The time 
name for continuations is always obtained by 
ilropping the. consonant, thus taa-ai, -aa-ai, etc., 
St. Co, (New), • LaIw on (p. 18) the 



Pupils are apt to fail in giving their frdl length td 
prolonged tones. But the change of vowel from 
AI to AA compels them to mark each pulse separately. 
Half-pulses. — ^When a pulse (taa-ai) is equally 
divided into two parts, we give it the name taatai. 
The sign for an equally divided pulse is a dot in 
the middle thus: (j . :) and thus: ( | d .n :). 

Beating Time. — ^Pupils should never be allowed 
to ** beat " time till they have gained a sense of time. 

Speaking in Time. — The value of the Time- 
names depends on their being habitually used in 
time, — each syllable having its true proportion. 

Taatai-ing. — We propose to use this as a short 
word for the phrase "singing to the time names,'* 
just as we use " Solfaa-ing " to save tiie circumlo- 
cution " singing with the use of the Solfa syllables." 
In the early steps of any art it is better to learn 
each element separately. As the pupil has first 
learnt tune separately from time on tiie Modulator, 
so now, with the help of the Time Chart, he studies 
time separately from tune. The rule of good teach- 
ing that, at the first introduction of any distinct 
topic, that topic should occupy much more than its 
ordinary proportion of each lesson, will strongly 
apply in this case ; for we have to establish in the 
memory an association of syllable and rhythm, just 
as, in teaching tune, we have already begun to 
establish a mnemonic association of syllable and < 
interval. 1st. The teacher' patterns and points on 
the Time Chart (just as he patterns and points on 
the Modulator) and the pupils imitate (taatai-ing on 
one tone) the first half of one of the time exercises. 
The Teacher's pointer will sufficiently well beat 
time as it strikes on the Chart. 2nd. Teacher and 
pupils Taatai the time-phrase alternately, the teacher 
singing softly, with clear accent and very exact and 
well filled time, but only pointing or tapping on the 
Time Chart when the pupils take their turn. This is 
done till the pupils " get into the swing," striking the 
accent well together and giving each tone its full 
length. 3rd. The second half of tiie exercise is taught 
in tbie same way by pattern and alternating repetition. 
4th. The two parts are put together and patterned 
and alternated as above, but at a quicker rate, with- 
out pointinp", — the teacher beating time only when 
it is the pupils turn to sing. 6th. The pupils Taa- 
tai from the book as directed in Ex. 32. The other 
processes of Time-laaing, of Tuning the time- 
forms and of Taatai-ing in tune, are introduced a 
little later, when the time-names are familiar. 
Each process is only continued till the exercise is 
ai may be omitted. 



8 



FIRST STEP. 



perfect. These inaay processes, each increasing in I and keep his attention fixed on an otherwise nnin* 
difficulty, give yaxiefy to the work of the learner | teresting but most important subject. 
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Ex. 3S. Pirtt »fowfy— repeated so at least three tunes,— <i»«i thtn qukhly, and repeated so six times. 
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TRAA-AI 



1 :1 

TRAA-AI TAA-AI 

Ex. 83* Slowly — and quickly, 

1 :i 

TRAA-AI TAA-AI 

Ex. 34, Slowly f — and quickly, 

:1 11 : — 
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Ex. 85. Slowly f — and quickly, 

:i :i 

TRAA-AI TAA-AI TAA-AI 

Ex. 36# Slowly, — and quickly. 
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TAA-AI TRAA-AI TAA-AI TAA-AI 
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TRAA-AI TAA Al 



Time Laa-ing. — The Teacher when all the above 
exercises have been properly learnt, with time names, 
will cause them to be sung again in the same way, 
but to the open syllable Laa, The time syllables 
are, like the Solfa ^llables, valuable as mnemonics, 
and must be much used, especially in the early 
steps. But they must not be too exclusively used, 
lest our pupils £&ould be able to sing correct time 
to nothing else. 

Ex. 87. Laa Exs. 32 to 36. 

Tune. 

Tune Laa-ing. — ^As soon as the memory-helping 
Solfa syllables have been rendered fEuniliar, every 
tune should be Laad from the book. Some teachers 
make a habit of Laa-ing from tfie modulator, directly 
after the Solfa pattern has been learnt. Chie study 
should be always before the teacher's mind while 
his pupils are Laa-ing^ — that of the blending and 
tumng of the voices. As all are using the same 
syllable Laa (not law or loa) it is more easy to 
notice whether in unison (that is when all sing the 
same tones) the tones blend as into one voice, — and 
whether, in harmony (that is when several melodies 
are sung together] the tones tune well with each 
other. 

Two-part Singing.— It is at first very difficult for 
(New.J 



pupils to sing independently one of another. The 
simplest form of two-part singing is that in which 
one set of voices repeatedly strikes the same tone 
("tolls the bell "), while the other set sings the tune, 
as in exercises 38 to 41. These exercises should 
first be taught by pattern from the modulator, and 
then sung from the books, the Teacher beating the 
pulses by gentle taps on the desk. If the long 
tones are not held the proper length, they must be 
sung to the time names. 

( Brackets^ are used both at the beginning and 
\ ending of lines to shew what parts of the music 
may be sung together. 

Donble Bars (j|) are used to shew the end of a 
tune, or the end oi what is called a musical " section,' * 
generally corresponding to a line of poetry. Where 
the double bar occurs, the regular accent mark, 
whether strong or weak, is omitted. But it must 
nevertheless be understood and observed. 

Exchanging Parts. — ^The exercises of this and 
the second step do not go too high for low^ voices, 
or too low for high voices. All kinds of voices can 
sing both the upper and tiie lower parts.^ At these 
two steps, therefore, as soon as an exercise is sung, 
and without a moments pause, it should be sung 
over again, — those who have sung the higher part 
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taking the lower, and those who have sung the 
lower taking the higher. It is obvious that these 
early exercises are best fitted for those classes in 
which the voices are all of the same sort, that is, 
all men's voices, or else all women's and children's 
voices. If^ however, the class is a mixed one, the 
exercises can well be used, althouj^^h they will not 
be so pleasant. It is better in this case to let the 
voices be mixed for both of the parts ; for variety ,how- 
ever, the teadier may occasionally give the higher 
part to the ladies, and the lower to the gentlemen. 
Breathing Places. — ^It will be soon felt that 



music naturally divides itself into short portions or 
phrases. Just before the opening bf a phrase is, 
musically considered, always the best breathing 
place. The pu^il will soon learn to select breath- 
ing places for lumself ; but at the present step we 
have marked the most convenient breathing places 
by means of a dagger thus f. The endings of lines, 
however, are not marked, as breath should always be 
taken there. The pupil who sings on till his ribs 
collapse and his lungs are empty, and then takes 
breatti, produces a flat tone, and feels uncomfortable. 
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Ex. 45. Slowly, — and quickly. 
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Ex. 46. Slowly, — and quickly. 
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' Taatai-ing' in Tone. — Laa-ing on one tone hel^s 
to form that abstract idea of a rhythm which is 
! desired. But &uch an idea is never truly established 
until the ear can recognize a rhythm as the same, 
through all the various disguises which different 
tune-forms put upon it. To learn the abstract, 
you must recog^nize it in many concretes, — ^the 
abstract idea "round" in the concretes — ^wheel, 
plate, full moon, penny, &c., &c. ; of " crimson " in 
a shawl, a feather, a flower, a punctured finger, 
&c., &c. If we saw nothing round but a wheel, 
we could not form an abstract idea of " roundness." 
As a help to this distinct conception of rhythm, it 
is useful to taatai each time exercise on various 
tune forms. The Teacher 1st, tunes the time-form, 
scdfaa-ing and teaching, by pattern, one of the 
phrases printed under the time exercises, — 2nd, 



patterns the same from the Modulator, as before, 
but taatai-ing, as he points, instead of solfaa-ing. 
The pupils imitate. The time-names shew them the 
sameness of the rhythm, while the modulator points 
them to the difference in tune, — 3rd^ causes his 
pupils to sing the same from the book. 

Ex. 47. — Taatai in tune, all the tune-forms 
printed below Ex. 45 and 46, and any others, the 
Teacher may invent. 

The following exercises (introducing three-pulse 
measure without divided pulses, and taatai in two- 
pulse measure), should now be solfaad by pattern, 
from the modulator, taataid £rom the book, 
solfaad from the book, and laad from the book. 
Let each " part " be taught separately before the 
two parts are sung together. 



Ex. 48^ KEY D. Quickly, — and slowly. 
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Ex. 51* KEY C. Slowly y^-and quiekly. 
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Ex. 52. KST G. Slowlyf^Mid quiekly. 
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Ex. 58^ KEY D. Slowly f — and quickly. 
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MODULATOS VOLUNTAEIBS. 

At every lesson, the pupils will be exerdsed in 
following the Teacher's pointing on the modulator, 
without a pattern. The difficidly of this is, that the 
, pointer cannot shew accent, — ^but, in cases of diffi- 
culty, by means of the time names the teacher can 
explain any rhythm he wants. The pupils will learn 
to follow promptly, and to form the habit of holding 
the tones as long as the pointer stays on a note. 

St, Co, CNewl 



The movements of the pointer are most visible 
when it^uHies from note to note with a curve eide>i> 
ways The Teacher can invent his voluntaries or 
take them from other Courses. But they should 
never include greater difficulties than belong to the 
step which the class has reached. See the " Hints 
for Voluntaries." These Exercises will prepare foK 
the next. 



Eak Esekcibbb. 
The leacbett vill now give blapiqiila short musi- 
eol pbnuog, Biing to figures, and ask them to tell 
liiin to -whicli figure or flgurea d fell f — to which 
m ?— to which I f— to which d' P— to which n, ? 
He will also give them a, hey tone and chord, 
mnging inLmediately to the sharply opening syllahle 
tiaa, either d, m, b, d', or If, and cequuing the 
papils to tell him tnhat tone he has simg. The 
unswers to thtae eiereises should not come from a, 
few only of the class, but the Teacher wiU contrive 
(by subdividing the class or otherwise), that all 
ihallfeel the reaponiibility of thinking and preparing 
an answer, and all will be intereslfld. See "Hinta 
for Ear Exercises." It is a great advantage when 
the answers to these ear enercises can bo written 
by the pupil, and afterwards examined and Tegis- 
tet«d by Qm teacher or his assistants. 

PoiNTtKO pnoM Meuort. 
At the close of each lesson the pupils shonld take 
a pride in shewing their teacher how many of the 
previous exercises they can point and Sol-fe from 
memory. These Exereises should be registered in 
filvouT of each pupil. Unsical memory should be 
cultivated from the first, becanaa it will greatly 

i._-.-._i_ .1 f .1 . pupj^ jjj future sfepa, 

■.e to him in after life. 



Wettino Exee 



Notation ia heat taught by writing, and the thii^ 
nolsd is mora quietly and easily practised when the 
notation is clear and familiar to the Tnind. Hence 
the value of writing exercises. For the first step 
the teacher should bid his pupils draw on slate or 
paper four (or eight or sixteen) two pulse measurea, 
in the primary (or secondary) form. The teacher 
nay do the same on a black board to than his pupils 
what is meant. When the measnrefl ars properly 
drawn out, the teacher will dictate the notes to be 
written in each pulse, or he will write them on tie 
blackboard for his pnpils to copy. These notes he 
may invent for himself, or copy from other courses, 
bat they must always belong to the same "step." 

DlCTiTIOM. 



names give us a, means of dictating, by very brief 
orders, <mt ptilu at a timt, " Ehythm,' " Accent," 
and " Tnne," at once. Thus, if we were dietating^ 
Ex. 52,weshouldfirat say to our pupils "secondary 
two-piuaa measure." " Prepare for S measures. 
" lAA-ii lower i," "raiA-Ald" "I4atai m d," &c., 
or in Ex. 63 "TftiArii d .m " " taa-ai m," &c. 

The Tonic Sol-fe music paper wiU bo (bund very 
useful for dictation. By Biis means a whole clasa 
may be permanently supplied with copies of a tune, 
while in the process of writing they make a 
thorough acquaintance ^th the tunc, and are thua. 
prepared to sing it. The Sol-fa music paper is so- 
ruled that the copyist can keep his pulses of equal 
lengths throughout the tune. He can allow one^ 
compartment to a pulse, or two. In either case he 
will not find it necessary to mark with thtpen or 
pencil more than the strong accents. 

Weitino tbou Memoht. 
Pupils should also he well practised in writing 
tunes from menxory. Even where it is ditQcult for 
a whole class t^ point on their modulators from 
memory at the same moment, so as to be seen by 
the teacher, it is not difficult to engage a whole 
clasa at the same moment, in writing with closed 
books from memory, the tunea they have Icamt. If 
eveiy pupil has his number, and writes that number 
on the right hand upper comer of the exereiae, in- 
stead of his name, assistants can be employed to 
correct the exercises, and to register a mark for 
every jjm/m properly written. 

StrPPLBKBNTAItT ExBRCISBS. 

The Teacher naturally desires to see that all the 
members of his class (except the careless and inat- 
tentive who have no claim upon him) have mastered 
the topics of each step before that step is left. Some 
classes require longer practioe on one topic, and 
some on others. For uiifl purpose as well as with 
the view of gathering all eyes to one point in his 
elementary explanations, ho is recommended to- 
make good use of the black board, or the Miller 
board, or the "wall sheets " (Tonic Sol-fa Agency), 
The "wall sheets," No. 1 (for time exercises), and 
Nob. 7 and 8 (for tune) may be used as supplemen- 
taiy to the exeroises of this step. 
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QUESTIONS ion WRITTEN OE OEAL EXAMINATION. 



1 To what three practices must the 
pupil give daily attention in order to 
produce a pure and pleasant tone ? 

2 What two habits improve the 
purity of tone l 

3 What two habits improve the 
quality of tone ? 

4 Which are the forward vowels in 
the English language ! 

6 what three things are promoted 
by a proper management of the breath 7 

6 What mismanagement of the 
breathing causes flatness of pitch ? 

7 What effect on a tone arises from 
the use of two much breath ? 

8 Where should a beginner r^ularly 
take breath 1 

9 Where should we not take breath ? 

10 By the action of whidi set of 
muscles should the breath be expended ? 

1 1 What are the two reasons for sing- 
ing the early voice exercises softly ? 

12 Describe the best position for the 
body in singing — for the head — for the 
shoulders— for the chest — ^f or the mouth 
— ^the lips— the lower jaw— the palate — 
the tongnie. 

13 Describe the bad effects of any 
wrongpositions of mouth or body. 

14 What do we mean by the " pitch " 
of sounds % 

16 What is your idea of a key tone ? 

16 Why is it important to listen wdl 
to thepattem ? 

17 What is the name for the key tone 
of a time, and what is its manual sigfn X 

18 What are the names and signs for 
the tone which is commonly known as 
the fifth above the key tone, and for 
that which is known as the third above 
it? 

19 From what two causes arise the 
different effects of the related tones 
Dohy Me, and Boh on the mind I 



57 Hold a steady tone, without taking 
breath, for five seconds. 

58 Bing any two of the exercises 38 to 
44, and 48 to 53, chosen by the teacher, 
to the open syllable Xaa, correctly and 
toithout breathiness of tone. 

69 Sing to the open syllable Laa, the 
8oh to any Doh the teacher gives you. 

60 Sing in the same maimer the lower 
8ohi. 

61 Sing in the same manner the upper 
Doh\ 

62 8ingin the same manner the Me. 

63 Sing in the same manner the lower 
Met, 

St Co, rNewJ, 
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20 What is the name given to a set 
of three tones thus related ? 

21 What is an octave or replicate, 
and its sign ? 

22 We can tell pupils what tones of 
the scale to sing, either by p'>inting on 
the modulator, or by giving them 
manual signs. What other way have 
we of doing so ? 

23 What do "Key G," "Kej C," 
" Key A " mean at the b^^inning of 
a tune 7 

24 What are the three common uses 
of the word ** Time," and what distinct 
name do we give to each of the three 
things 7 

25 How is "Accent" produced? 

26 What is the sign for a strong ac- 
cent, and what for a weak ? 

27 What is the name we give to the 
time which extends between one accent 
(of either sort) and the next ? 

28 What is the time name for a one- 
pulse tone, and how do you alta: it 
when it has the strong accent 7 

29 In what cases may pulses be dif- 
ferent in length one from the other 7 

30 In what circumstances are pulses 
the same in length one with the other ? 

31 What is the order of accents in 
the primary form of two-pulse mea- 
sure i What in its secondary form ? 

32 What is the order of accents in 
the primary form of three-pulse mea- 
sure 7 What in its secondary form ? 

33 Gtive the time names which re- 
present a primary two-pulse measure, 
and a secondary three-pulse measure 7 

34 How do you mark a two-pulse 
tone, and how do you name it 7 

35 How do you mark and name a 
three-pulse tone 7 

36 Why is it important, in elemen- 
tary teaching, to use distinct names 
for continuations 7 



PRACTICE. 



64 Taatai the upper "part" in one 
of the Exs. 51, 52, or 53, chosen by the 
teacher. 

65 Taatai in tune one of the Exs. 
61, 62, or 53, but not the same as in the 
last requirement, chosen by the teacher. 

66 Point on the modulator from 
memory any one of the Exs. 46 to 51, 
chosen by the teacher. 

67 Wnte down from memory an- 
other of these exercises. 

68 From any phrase (bdonging to 
this stage) sung to figures, tell your 
teacher, or write down, which figure 
was suxig to M^. 



SJ What educational principle dis- 
tinguishes the early steps of any art 7 

33 How lon^ should the pupils re- 
peat the first tmie exercises ^ 

39 What is the difficult thinff which 
the teacher has to maintain in the time 
exercises ? 

40 Why are the pupils at first not to 
beat time X 

41 How is it that the Sol-fa syllallea 
come to be mnemonics (or memory- 
helps) of tune, and the tmie syllabled 
mnemonics of time 7 

42 What is the use of Laa-ing 7 

43 What is the meaning of abra^et 7 

44 What is the meaning of a double 
bar? 

46 What are the best breathing- 
places when music only is considered 7 

46 What is the sign for a pu lse 
equally divided into two-parts 7 What 
is its tmie name 7 

47 What do you mean by taatai-in^ ! 

48 What is meant by taatai-ing m 
tune? 

49 How does the practice of taatai- 
ing help the mind to individualize — 
to form a distinct conception of— a 
rhythm? 

50 In the practice of modulator vol- 
untaries, what two habits must the 
pupil form 7 

51 What difficulties must not be in- 
cluded in voluntaries 7 

52 Describe the two forms in which 
ear exercises can be presented 7 

53 Why should musical memory be 
cultivated? 

54 What is the best way of teaching 
notation 7 

65 What advantage does the singer 
get from the practice of writing music 7 

56 How would you dictate the air of 
the first four measures of Ex. 53 7 



69 Ditto Soh, 

70 Ditto Z>oA. 

71 Hitto Doh*, 

72 Ditto Soh^, 

73 Having heard the chord, tell, or 
write down which tone of the sale was 
sung to Skaa, Do this with two dif- 
ferent tones. 

74 Follow to the teacher's pointing 
on the modulator in a new voluntary, 
containing Doh, ilfe, SbA, Doh\ and Sohi, 

TAA-AI, TAA-AI-AA-AI and TAATAI. 

75 Write from dictation, and after- 
wards sing a similar exercise. 
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SECOND STEP. 

To train the voice in purity , beauty, and good accord. To distinguish the tnental effects of d, m, 8, t and r. 
To produce them. To distinguish and produce the medium accent and the four-pulse and six-pulse measuresy — 
€il90 the whole-pulse siUnee, the hAlf -pulse sounds in three pulse measure, and tJie fourths of a pulse in their 
eimplest form. To observe the reasons for breathing vlaces. To comtnence the study of chords, intervals, dis- 
cords, and passing tones. 



Voice Traixixg. 

The teacher calls his pupils into position just as 
he did at the beginning of every lesson in the first 
step. Every lesson of the present step should open 
with the following three exercises. It is exceed- 
ingly important t£at the pupils should cultivate jor 
tJiemselves a good position in singing. It will then 
become an easy habit. 

Ex. 64. Chest Exercise, to strengthen the 
muscles under the lungs and on its sides, and give 
them control over the slow emission of breath. 
The same as Ex. 1, except that the breath should 
be breathed out more slowly^ and that a sound may 
accompany it. Some will now be able to continue 
the tone while the teacher slowly counts ten, say 
for ten seconds. The weak-chested must not be 
discouraged. This exercise daily practised will be 
life and heaJlth to them. 

Ex. 65. Vocal Klano Exercise. — ^The same 
as Ex. 2, except that instead of using only one 
tone the pupils will sing the Tonic chord. They 
will sing, in obedience to the teacher's manual signs 
d m 8 di d' s m d. The manual signs enable the 
teacher to watch the posture of his pupils, and the 
pupils to watch the commands and intimations of 
the teacher. This exercise will be sung slowly (say 
at M. 60) and also softly, for the sake of studying 
beauty in the quality of tone. When in any exer- 
cise, the teacher feels that he has secured that good 
quality, he occasionally ventures on a middle rorce 
of voice, but always smves to maintain the same 
good quality. In mixed classes of men and women 
this exercise will, of course, be sung in octaves, as 
the voices of men and women are naturally an 
octave apart. The importance of this simple exer- 
cise, and the dif&cult^ of obtaining a pexfect and 
pure imison of voices in it are-strongly enforced by 
Fetis (see " Choir and Chorus Singing," page 9). 

The exercise is 1st, sol-faad once, 2nd, simg once 
to the forward syllable lai^ 3rd, sung three times to 
the forward and pleasant Italian syllable laa, and 
4th, sung onee to the best English syllable for the 
sharp accented delivery of tones — koo, striking four 
sharp kooe to each tone. The first step of this pro- 
cess puts the ear in tune : the second places the 
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tongue properly, and so prepares the mouth for the 
real Italian aa : the third gives the best form of 
mouth for the production of a beautiful sound : and 
the fourth strengthens the voice by vigorous (not 
forced) action, and favours that downward motion 
of the larynx on the delivery of short and accented 
(though not loud) tones which has to be formed 
into a habit for after use. The exercisCj having 
been thus six times sung in Key C, the same pro- 
cess will be repeated in Key D." 

Tuning Exercises can now be added for the pur- 
pose of teaching voices singing dijQferent parts to 
study one anotlier, and to chord well together. To 
some extent this is done in every exercise, but it 
requires also separate study. The teacher divides 
his women's and children's voices into three "parts," 
(1st, 2nd, and 3rd) and causes them first to sol-fiia 
and then to lai and laa, the following exercise. 
When this is done to the teacher's satiaGaction he 
utters the word "change' and those who have 
sung the first part take the second, the second the 
third, and the third the first. At the word" change ' * 
againthesameprocessisrepeated. The teacher then 
divides his men's voices in a similar manner and 
carries them through the same six-fold exercise. 
The teacher, in this exercise, watches his pupils — 
./?r«^, to ensure the holding of their books easily, 
not cramping the chest, as high as possible (so as 
just to see their conductor over the top) and with- 
out bending tiie head, — second, to secure a uniformly 
clear, soft tone, making a signal to anyone whose 
voice is so prominent as to stand out from the rest, 
— and third, to maintain the perfect tuning into each 
other of all the parts of the chord. The distinct 
entry of each " part " is meant to assist the percep- 
tion of "just" or exactly true intonation. See 
Fetis, page 9. It is not every class that has the 
thoughtfulness and courage to take this exercise at 
the beyinning of the second step, but it should be 
attempted. The division of voices is a severe test 
of independence, and therefore useful. Some sing- 
ers will never be independent till you compel them 
to try. For some time the accord of the voices will 
be v^ry rough and imperfect, but soft singing and 
listening wHl amend the &ult. 
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TVXE. 

Mental Effeets. — It is of small importance what 
names the pupil gives to the mental efifect of the 
different tones, but it is all-important that he him- 
self (not his teacher, nor his class-mates) should 
give those names, or if he cannot find a name, that 
he should at least form for himself a diatitict idea 
of each mental effect. Let him listen carefully, 
therefore, while his teacher sings to the class such 
** exercises for ascertaining the mental effect " as 
those below, (a) The teacher first sings the exer- 
cise to consecutive figures, telling his pupils that 
ho is about to introduce a new tone (that is, one 
9iot d m or s) and asking them to tell him on which 
figure it falls, {b) When they have distinguished 
the new tone, he sings the exercise again — laa-ing 
it — and asks them to tell him how that tcme ** makes 
them feel." Those who can describe the feeling 
hold up their hands, and the teacher asks one for the 



description. But others, who arc not satisfied with 
words, may also perceive and feel. The teacher 
can tell by their eyes whether they have done so. 
He multiplies examples (like those in ^'Studies,'* &c.y 
which he may point on the modulator) until ail the 
class have their attention fully awakened to the 
effect of the new tone, {c) Tms done he tells his 
pupils the Sol-fa namo and the manual sign for the 
new tone, and guides them by the signs to SoLfa 
the exercise, and themselves produce the proper 
effect. The signs are better, in this case, than the 
modulator or the notation, because with them the 
teacher can best command the attention of every eye, 
and ear, and voice, and at the first introduction of 
a tone, attention should be acute. 

Tlie manual sign for rap is the upturned hand, 
open, and shewing the palm ; that for fe is the 
upturned hand, pointing with tho forefinger. 



Ex. 67. KEY BI7. Effect of Jtai/, high in pitch. 

Id :s,.|n :d |r :- Id :- jl 

Ex. 68. KEY B!?. Ditto. 

: S| Id : — :n |r : — : s, |d :— II 

Ex. 69. KEY p. Effect of J2«y, low in pitch. 

:si|d :n :d |r :— :n|d ?— || 

Ex. 60. KEY D. Ditto. 

jd :8 |n :d |r :— In :— II 

Collective Beading. — Tho following exercises 65 
to 70 (including leaps of r and t without any new 
difficulties of time) will now be taught, in the same 
manner and with the same processes as Ex. 48 to 
53. with this addition, that after the tune has been 
Zaad correctly and easily, the words will be studied. 
TLe Teacher reads the portion of words from one 
breathing place to another^ giving clear vowels and 
sharp consonants, the pupils imitate collectively. 
Vowels are ways of emitting the breath ; conso- 

St, Co, (Xew,) 



Ex. 61. KEY D. Effect of T<?, high in pitch. 

Id :n |8 2t It t— Id' :- || 

Ex. 62. KEY D. Ditto. 

Id :n |8 :t It :s |d :— II 

Ex. 63. KEY F. Effect of Te, low in pitch. 

Id :8 In :t, It, :— Id :— j| 

Ex. 64. KEY F. Ditto. 

: 8| I d : n 1 8 : — 1 1, : — | d |J 

nants ways of interrupting it. Both require dejimte 
positions and movements of the lip and tonguo. 
Many uneducated persons are lazy in their use of 
both organs. The object of the teacher will be to 
shew by pattern that marked and clear utterance 
which is the beauty of speech. Musical tones can- 
r.ot be prolonged on consonants; the vowels are 
therefore the more important to the singer. The 
elocutionary studies of "accent," and "inflection," 
need not occupy the time of tho cLiss, because there 
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is no inflection in a mnfiical tone, and the music 
necessarily decides the accent. A simple monoton- 
oos delivery of vowels and consonants will therefore 
be sufficient for the teacher's present purpose. The 
pupils will, enjoy this exercise in proportion as their 
t€»x^er cnticises their pronunciation [with care. A 
closer study of the subject wiU follow in the fourth 

st^. 

Breathing Places have, thus far been chosen to 
suit the natural division of a line of music into 
*< phrases.' ' But the sense of the words is more 
important than the marked distinction of phrases. 
It therefore over-rules all. Let the pupil notice 
that in Ex. 65, we take breath before each cry of 
** fire." This is a case of " breathing for emphasis,* * 
and illustrates an important rule for taking breath. 
^ Ex. 67 let him notice that the musical phrasing 
would place the breathing place between " I '* and 
"love," but the poetic phrasing does not allow us 
to disconnect any parts of a word or any two 
closely related words. **Morningbells I " would not 
sound well, therefore the division " Morning bells ' ' f 
" I love to hear." This is a case of " breathing for 
sense." In Ex. 69, the musical phrases of the first 
line naturally divide between m and r, each being two 
measures in length. This breathing place is quite 
suitable for the first and third verses, but it would 
cut. a word in two if it were used for the second or 
the fourth. In the third line the musical division 
suits the first and second verses, but if adopted for 
the third and fourth verses would make the nonsense 
<* Shall foster and" f "mature the grain," and 
"The angel reap-" f "ers shall descend." The 
practice of dividing the "announcements" for 
Collective Reading at the breathing places, is of 
great use in calling attention to this important 

Ex. 65. KEY G. A round for four parts. 

t t 






subject. In every exercise of this step there 
should be with the collective reading a discussion on 
the correctness or doubtfulness of the breathing 
places here marked, — ^but the teacher will decide 
for the whole class, so that the breathing may be with 
one consent. A delightful effect of unity and clear ex- 
pression is produced by this unanimity of breathing. 

Sounds.— Ex. 65, is a Round for four "parts." 
The first "part" commences the Round alone, and 
goes on steadily repeating it until stopped. When 
the^r«^ "part" is" going to strike the note under 
the asterisk (*) the second " part " strikes the first 
note of the Round, and so on. The third " part " 
follows the second, as the second imitated the fi^t. A 
clap or some other signal of the teacher's hand tells 
you when to stop a Round. It should first be learnt 
from the modulator by the whole class as one part, 
and should not be sung as a " round " till the third 
step, imless the class has been very well practised 
in maintaining the rate of movement. When the 
whole class can sol-fa it " by heart," watching the 
teacher's beat and keeping most exact time with 
the stroke of his hand, — let the class be divided 
into four parts, and each part tested in the power to 
sing separately. Even when this is fairly done, 
the parts will still find it difficult to " hold 
their own," as soon as the other parts enter. 
The difficulty of maintaining the rate of 
movement is very much increased when the 
Round is in three-pulse measure or contains 
divided pulses. It is this difficulty which 
makes the Round so valuable an exercise in 
time keeping. 

Da Capo pronounced Daa Caapoa [oa as in 
coall and abbreviated D.O. means " return to 
the beginning." 
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Ex. 66. KEY D. A round for four parts. 
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Ex. 67. KBT C. A round for four parts. 
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Ex. 68. KEY E. 
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"GONE IS THE HOTTB OF SONG." 
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Cease thy complaining — f thy thoughtless f repining^ 
The clouds may be black,t but the sun is still t shimng. 
Though thou art hemm'd in f by mountains f of sorrow. 
Stand still — f a broad path f may be opened f to-morrow. 
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Time. 
The Kedinm Accent. — Pupils will easily be 
brought by examples and illus&ations to notice that 
in addition to the strong and weak accent, there is 
also a medium accent to many tunes. The intro- 
duction of the medium accent makes two two-pulse 
measures into a four-pulse measure and two three - 
pulse measures into a six - pulse measure. This mark 
I is used for the medium accent, — and, when, in Dic- 
tation or for elementary teaching, we wish to mark 
this accent in the time names we insert the letter 

/ thus, TLAA-AI or TLAATAI. 

It will be noticed that several of the exercises 
already sung, require (when not sung slowly) this 

NoTK.— When the pupU has learnt to hold his tones to their 
it will be suffioient to call a pulse taa omitting the ai. 



medium accent, in place of every alternate strong 
accent. Let the pupils try Ex. 65 and 69, singing 
them quickly and lightly. They will soon perceive 
the natural necessity for a medium accent. The 
teacher, however, must not expect too great a nicety 
of distinction at first. The finer points, both of 
time and tune, require much practice. 

Fonr-pulBe Measure. — When the accents of a 
time are arranged in the order strong, weak^ me- 
dium, weak (as in the words ** mow^wTAry," "plan^- 
TAryj*) and so on, it is said to be in the four-pulso 
measure. The pupils will taatai on one tone, as 
below, while the teacher beats, first slowly, then 
quickly, 
full length, and where nearly all the pulses are undivided, 



II 



A primary four-pulse measure. 

1 : 1 II : 1 



TRAA-AI TAA-AI TLAA-AI TAA-AI 



The common secondary form. 

1 : 1 11 

TRAA-AI TAA-AI TLAA-AI 



1 

TAA-AI 



ffiz-pnlse Measure. — ^When the accents of a tune 
are arranged in tho order strong, weak, toeak, me- 
dium, weak, weaky (as in the words " 8piW<wALt7y,'* 
'* immuta'BiLityf ) and so on, it is said to be in six- 



Another secondary form. 

1 II : 1 



TAA-AI TLAA-AI 



TAA-AI 



1 



TBAA-AI 



Another secondary form. 



1 



1 



TLAA-AI TAA-AI 



1 



1 



TAAA-AI 



TAA-AI 



pulse measure. The pupils will taatai on one 
tone, as below, while the teacher beats first slowly^ 
then quickly. 



ti 



A primary six-pulse measure. 

1 : 1 : 1 I 1 



1 : 1 



TRAA-AI TAA-AI TAA-AI TLAA-AI TAA-AI TAA-AI 

The common secondary form. 

1 11 : 1 : 1 I 1 : 1 

TAA-All TRAA-AI TAA-AI TAA-AI TLAA-AI TAA-Al 



Another secondary form. 

: 1 II : 1 : 1 

TAA-AI TLAA-AI TAA-AI TAA-AI 



1 : 1 I 

TRAA-AI TAA-AI 



Another secondary form. 



1 : 1 : 1 

TLAA-AI TAA-AI TAA-AI 



1:1:1 

TRAA-AI TAA-AI TAA-AI 



Silent Pulse. — It is more difficult for pupils to 
appreciate time in silences than in sounds. There- 
roie the silent pulse was not introduced in the first 
step. The name for a silent pulse is SBAA-AI. In 
taatai-ing, after the first time of going througli an 
exercise, or as soon as the rhythm is penectly 
learnt, the silence-syllables should be less and less 
heard. M. Paris uses only the one word ** Hush " 
for all the silences. In dictation, as well as for the 
purpose of first marking and measuring them dis- 
tincUy to the mind, we find the advantage of a 
coparate name for each silence corresponding with 

Si, Co, (New,) 



the names we use for sound. Silences are denoted 
in the Tonic Sol-fa notation, by the simple absence 
of any name for sound. Even if an accent mark 
is placed at the end of a line, a silent pulse is sup- 
posed to follow it. 

Pulse and a half Tones are very common and 
easily learnt. They are named and written as be- 
low. 

Quarter Pnlse Tones are more easily learnt 
when the pulse is divided into four distinct quarters 
than when it is divided into a half and two quarters 
—two quarters and a half— or a three-quarter tone 



SE(X>in> STEP. 



19 



and a quarter tone. Therefore tb *» * ' four quarters ' * 
aro introduced in this early step. They are thus 
named, tafatefe [a is the short vowel for aa^ and e is the 
short vowel for ai.'] Thus the vowels still divide the 
pulse as before. If the time-names uxa to become 
aids to the memory, we must again repeatthat even 
in speaking both teachers and pupils should form 
the careful habit of uttering them in their proper 
time. Thus taa-ai should be as long as taatai, and 
**tafiitefe" should occupy no more time than cither; 



neither taa nor tai should have lons^er utterance 
one than the other ; and tafatefe should form foul 
exactly equal lengths. In the Tonic Sol-fa nota< 
tion a comma divides a half pulse into quarters. 

Let the Exercises 7 1 to 75 be (a) taught by pattern 
and repeated, see page 7. The exercise may be 
divided into two patterns if necessary. It should 
be sims^ at at least two distinct rates, {b) Alter- 
nated, see p. 7. {c) Laad, see p. 8. (rf) Taataid 
in tune, see p. 10. 
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Ex. 78. 
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TAA-AI -AATAI TAATAI TAATAI TAA-AI SHAA-AI 
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Ex. 74. 
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Ex. 75. 
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KEY G. 

jd :in.djn :d | r .t,: r .t, j r : s, |d 

KEY E. 

|d :t,.rjd :n |t|.r:d.m|r :8 |d 

TU.VB. 

The Two Principal Chords. — As the tones d m and 
B, sung together form a chord, so do the tones s t and 
r*. The first we call the chord of Dohf the second the 
chord of Soh. We always write chord-names in 
capital letters, D, S. These two chords considered 
separately and in themselves, are exactly alike. 
Their tones are precisely at the same distances of 
pitch one from the other, and if the chord S, or the 
successive tones s t r' were heard without the 
sound of any previous chord of D, or succession of 
d m 8, they would produce precisely theaame eflfect 
upon the mind. But as soon as we place two such 
chords at a certain interval one from the other we 
establish a new set of relations, and so enrich the 
siental effect. It is no longer one chord and its 

St, Co. (Ne%D.) 



:in ,r.d,r j m .d : d | r ,d.t„d :r,d.t„d | r .t, : s, II 

:t„d.r,t|id .n: n j t.,d.r,t,:d,r.ivi,d j r .s : s || 

interval relations which the ear perceives, hut 
two chords and their relations to each other, — so 
strong and rapid is the power of mental association. 
That chord, in a tune, which is the first to occupy 
the ear, rules the chords which follow. Thus in 
Exercises 67 to 64 we were careful to "establish the 
key " by making d m s heard before we could make 
the ,'mental effects of t and r felt. This relation 
between D and S, that is between any chord and 
that other which starts from its own highest tone, 
is a peculiar and very important one. It is called 
the relation between Tonic (D) and Dominant (S). 
It is the chief element in key-relationship. These 
two chords alone are sufficient to make music. 
Many a single page of brilliant classic music con- 
I sists of the chords D and S. 
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Thirds, Sixths, and Tenths. — ^Most classes and 
all self-teaching pupils will be glad to study the 
harmony (or &e sounding together of tones) as 
they sing, and they will sing the better for doing 
so. Intervals or distances between tones, are 
generally counted step -wise on the scale — always 
including the two extremes. Thus the distances 
between d and r or m and f are called a second, 
those between d and m or r and f are called a third, 
and so on. By counting, in this way, on the 
modulator, it will be seen that from d to the m 
next above is a thirdy — from d to the m next below 
(m|) is an inverted tlurd, or a sixth, — and from d to 
the higher octave of its m above (ml) is a tenth. 
So also from 1| to d is a third (a minor or lesser 
third) from 1 to d is a sixth, and from 1| to d' is a 
tenth. What are the intervals between m and 8 ? 
— ^m and 8| ? — ^m and st ? These intervals (which 
are the third in various positions) form the sweetness 
of all harmony, and are therefore, abundantly used. 
In Exercise 69 find twelve thirds and six sixths. 
In Exercise 80 find a sixth followed by a tenth. 

Octaves and TTnisons. — ^Exercise 69 has its first tone 
and its last, in both parts, the same,thB.t is in identical 
unison. At the beginning of the last line of words 
it has an octave between the parts. These unisons 
and octaves do not give the true feeling of harmony, 
— ^that is, separateness with agreement, and they 
are seldom used on a strong pulse where they would 
be much noticed, but they are useful in the flow of 
the harmony — allowing the parts to pass through 
them to something sweeter or stronger, or bringing 
them to a close on the key tone. Two such inter- 
vals, one following the other, would make the 
harmony disappear. Therefore, such a succession 
is, as the pupU will notice, carefuUy avoided. In 
speaking of unison above, we have referred to absolute 
unison, but the word unison is also commonly used 
to indicate the singing of the same tones, by male 
and female voices, an octave apart, as in our " Vocal 
Klang Exercises." 

Eifths and Fourths. — ^In Exercise 69 there are 
two fifths (s, to r in both cases) and in Exercise 70 
there is a fourth s, to d. The two tones of a fifth 
agree with one another more perfectly than those of 
any other interval except the octave, but they have 
not the sweetness of the thirds. Their agreement 
is somewhat hard and cold, though strong and sure. 
They are, therefore, not very much used in two- 
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part harmony, and txoo of them in succession are 
the dread of all composers. Fourths are the inver* 
sions of fifths (as sixths are of thirds) but are very 
much less acceptable to the ear. They have neither 
the perfect agreement of the fifths, nor the sweet 
agreement of the thirds, and are much avoided in 
two-part harmony ; even bald unisons and octaves 
being prefered to them. Where used they aro 
found on a weak (and therefore, less observed) pulse 
or on a strong pulse in places where they suggest 
to the mind cei^in familiar habits of chords to be 
hereafter explained. 

Discords. — Octaves, fifths, fourths, and thirds are 
concords. Seconds, as f against 8, or d against r, 
whether close together or separated by octaves 
(that is, whether seconds, or sevenths, or ninths) 
are discords. They sound harshly together. But 
a Discord may be so sweetly introduced, and so 
pleasantly brought to a close, and the "part" 
which contains it may move so smoothly that 
it is made agreeable. This is because the ear 
naturally notices the motion of the two melodies as 
well as tihe actual consonance or dissonance of the 
moment. Thus, in Exercise 69, we have, on the 
fifth pulse counting from the last, or the fifth-last 
pulse, d dissonating against r, but it is so "prepared" 
by its own previous " sweet " consonance witli m, 
and so smoothly " resolved " by going down step- 
wise to t„ and there satisfying the ear with another 
sweet consonance, that it cannot be called unpleasant. 
It is only unpleasant when singers are afraid of it, 
and so put themselves out of tune. Hence the 
advantage of knowing what you sing. Find a 
similar discord at the close of Exercise 78. 

Passing Tones.^As we have observed that the 
weak pulse is less noticed by the ear than the strong 
pulse, so is the second or weak part of a pulse less 
noticed than the first part. Therefore, things may 
be allowed there which the ear objects to else- 
where. Thus in Exercise 79, second score, third 
measure, second pulse, we find an apology for the 
dissonant r, because it is on the weak part of a 
pulse, and because it moves smoothly step- wise from 
one tone of the scale to the next. Find other ex- 
amples of the same " part-pulse passing tone " in 
the same Exercise 79 

Ex. 76. — ^Name, pulse by pulse, the harmonic 
intervals of Exercises 69, 70, 77, 78, 79, and 80. 
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SBOOND STEP. 



Let the Exercises whicli follow, be taught with 
the same process of Pattern from the Modulator, 
first one part and then the other — ^taatai-ing in tune 
every difficult rhythm—- Sol-faa-ing from the book — 
laa-ing from the book — collective reading of words 



— study of breathing places — and singing to words, 
as before. Before each exercise, when the key-tone 
is pitched, let the pupils sol-faa by the manual signs 
the two chords, thus— d m 8, s t rl d\, or in middle 
keys d 8| m, £| t| r d. 



Ex. 77. KEY A. 
d 

lands 

n, 



WHEN IiAISTDS ABE GONE. 




\ 

< 

( 



:d 

When 



- .d|n : r 

are gone f and 

-.Hilsi : S| 



I 

- .r| r 

lands are gone 



r 

and 



n 



:d 



mon - ey's spent, Then 

d : d I ti : t| 
d : n |n : s 

mon-ey's spent, Then 

: I : n 

Then 



2 In youth f the time we thus employ, 
Is counted as f the richest joy. 



PI 

learn 



S 

learn 

ti 

learn -ins 



- .n|8 

- ingis 

-.dlt, 
d |r 



-ing IS 

d Is, 




- .r 

tmost 

-.8, 

fmost 

3 When little elso f old age can cheer. 
These harvests are f most rich and rare. 



IS 



n : r |d 

ex - eel - lent. 

Si : 8| |d 

ex - eel - lent. 



Ex. 


78. xxyB|7. M.72. 


:si 


d : 8| 1 ni : d| 


1. A 

2. Hard 
a.Con- 

:8, 


hale old man f is 
work-er, too, fis 
tent - ed soul fis 

d : 8r 1 Hi : di 


: 8| 


d : 8| |ni : d| 


1 He 
; And 
' In 

: B[ 


ris - es, t with the 
as he ploughsjfor 
win - ter cold, f or 

d : 8| ni : di 



EABXEB JOHN. 



8| ! 8| I S| * S| 

Far - mer John, A . 
Far - mer John, He 
Far - mer John, Light- 

sr : S| |S| : S| 



t| :t|' Id :d 

hap - py man is 
la - bours ev - *ry 
heart - ed, gay, and 

8i : 8| In, : df 



S| : S{ 1 8| : 8| 

lark t at mom, And 
sows the seed, He 
sum - mer bright,He 

81 : S, I 8| : S| 



n : PI |r : r 

sings right mer -ri- 
sings his cheer-ful 
whis- ties mer - ri - 

d| : d 1 1| : 8| 
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he; 

day, 

free; 

8| : 
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- <- 



- I- 



8| ,8|.8|,8i: 8| .t( |r 

Tralala la la, la, la, 
8i,8|.8|,8i: 8| .81 |t| 



8|)S|*8| ,8|i 8| .d • I n 
Tralala la, la, la, la, 

si»8(.8|,s,: 8i .Hi |d| 



Tra 
.8| 



n .n :r .r. |n,n.n,n:r .r 

la la la la, f Tuaiala la la^ Tia 

d| .d : ti .t( |d,d.d,d:t| .8: 

St. Co, (New), 



d 

la 

n, 



.d 

la 
.Hi 



:d 

la 

:r, 



.t,. Id 

la la. 
.!( |d| 





8£C0NI] 


► STEP. 


Ex. 79. KEY F. M. 

8 .8 : 8 :n 


THE DAISY. 

76. Words by Fletcher, 

n .r : r : d .d :d :n | 


1. little flow'r with 

2. Baskmg in the 

n .n : n : d 


starry brow, 
gladsome beam ; 

d .ti : ti : 


Slnmb'riBg in thy 
Or, be- side some 

d .d : d : d 


3. Thee no wind nor 

4. Type of truth, and 


storm can tear, 
emblem fair, 


From thy love - ly 
Virtue strug - gling 


8 .8 : 8 : n 


n .r :r : 


d .d : d .r : n .r 


Or with light - ly 
Gently bow - ing 

n .n :n :d 


tinged ray, 
horn, thy nest, 

d .t( : ti : 


Winter gone & storms a- 
Greet the water's sil- ver 

d .d : d .d : d .ti 


Nor the slee - ty, 
Close may sor - rows 


sweeping rain, 
.hem it round, 


Root thee from thy native 
Troubles bend it to the 


r .r : r : n 


r .d : ti 


d .r : n : 8 


Peeping from thy 
Or mid fis - sure 

ti .ti : ti : d 


couch of green, 
of the rock, 

8| iSf ! 8| I 


With thy mod - est 
Hidden irom the 

d .d : d : n 


Winter's cold, nor 
Yet the soul with ■ 


summer's heat, 
in is calm, 


Blights thee in th^ 
Dreads no an - guish, 


8 .s :8 :n 


n .r : r : 


d .d :'d .r : n .r 


How I love to 
Vie with snow - y 

n .n :n : d 


see ihee lie, 
li - ly's bell,— 

d .ti : t| : 


In thy low se - re -ni- 
Queen and fieti- ry of the 

d .d : d .d : ti .t, 


Chiird by snow or 
Conscious that its 


scorch'd by flame, 
head may rise. 


Thou for ev-er tirt the 
Planted 'neath congenial 
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r .r : r : 

bed of snow ; 
murmuring stream, 

si .8| : ti : 

mountain lair ; 
through despair. 



way. 
breast. 



plain, 
ground; 

n .d :r : 

simple mien, 
tempest's shock, 

d .d : ti : 

snug re-treat ; 
fears no harm; 

d :— : 

ty. 

deU. 

d :— : 



samo. 
skies. 



Ex. 80. KEY.D. M. 60, twice. 

n : — : — I n : r 



OaKE, GENTIiE MAT. 



1. Come, 

2. Come, 

3. Come, 



gen 

flow' 

love 



: n 

tie 
ry 

ly 



d : — : — I d : t, : d 



\s 
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n : — : — I — : — 
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Win-ter, cold win - ter f has 
Chilrdren are long - ing f for 
Deck with thy beau - ty t each 

d : ti : t« I d : n : n 



d' : — r n I 8 : — : — 



ling 

ver 

wav 

n 



er'd long 
dant fields, 
ing bough, 

:d [ti : 



SKXHID STBP. 



, Now let tby balm - yt 
Deck'd with thy flow'n tso 
Bring (u the haw - thom'at 

r :r jr |n :— :« 




tha murare. — Let Bi. 80 ba 
patiently laataid, white the teacher beats erery 
pulae, nsrer pausing and nerer hnrryiiiB;. Only 
thus can the exact lengths of sound and olence be 
■ppndated. But when sii-Dulse measure moves 
mote quickly than this should do, each pulse is 
n^iarded by the eai as a third of a pulse, and the 
whole measoie as a two-poise msasore with ample 
nse of " thirds." In this case the coudoctor beats 

XodnJatoT VoIutariN aie used at ereiy Inwnn 
Ear EuieiM*, like those in "Hints for Ear 
Exerciaca," and if x>oamble, ear exercises in which 
the pupil writes the answer, will also be as con- 
atant as the lesson hour. If the teacher finds that the 
pupilB do not discover which is I eaailf , ho does 
not either tell them or let them guess, bnt ho 
reminda them again of the mental effect of I. and 
iUaBtistes over again the high loosing r and the 
low piayerfiil r, and then again tests them. 
After the S(d-fa prelnde, the pupila most be very 
euefiil to note to which t<me figure one Mis. 
Tiiej do not possess a snfScient cine unless they 
catd the Ja-it mrii. The tCAChs ahonld bo very 
caiefol to make his own pattern clear. One way 
in which a teacher keeps all his class at woi^ is 
to cause all that can answer to hold np their linn in, 
and then to select those whose answers he wishes. 
Another way is to give the proper answer and ask 
all who were right to hold up hands. 

In <>iiw ear exercises the teacher 1st taatait with 
accent two plain roeasuies, then continuously laat 
a rhyttmi of two measures on one tone, which he 
reqidres bis papila to write or taalai. iai, he toi- 
pm a short nythm, and requires his pupils to 

some of tl 



le) would be dictated thus : — " i 

lower t " "-Ai-iii t " " TLAA-Ai r " " SHAA-AI" 
" SHRAA-AI," &o. Ex. 78,thiidscore,£rstniea- 

sure, would bs dictated thus: — "tia&lefe lower ■, 
■i s, Si" " lAiiAi lower B, lower t," " lAi-Ai.ii-Ai 

I Ftintiiis trta. Kemory and Writing (Mm 
MouuT will Btill bepractised diligently, as Kcom- 

I mendedatpagel2. llieteachcrwhocanappoiiLthalf 
an hour before or after tiie reg'ulor class meeting 
for memory pointing, memory writing, and dictation 
exercises finds the interest of his class and the 
accuracy of its knowledge ten folded. At the close 
of every lesson, one or two of the exercises shoold 

' be chosen for the memory exercises of the next 
meeting- The pupil should copy that exorcise six 
or ten times from the book, until he finds by testing 
himself that he can write it fitun memory. In the 
presence of the teacher, even at first, ten minute 
IS Bofficient for writing 6om memiory on dear paper 
withoot book. Ueantime the teadLer may walk 
about his class to give advice or information. In 
less than five minutes the quickest have their exer- 
cises ready. The teacherghutcesoTerthen and marks 
thmn as Bo^estedat pa^ 1 2, and the sacretuy credits 
the marks in fovour of eac' ■■ ■ ■ > 
The teacher can make r 
errors, or shew them on the black board. 

ElementUT Cutifleata.— Pupils now b^in to 
make up their list of six tunes for the ElemeDtary 
Certificate. See Prefoce. 
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QUESTIONS FOR WBITTEN OR ORAL EXAMINATION, 



t Is the watehfolness of a Glass- 
teacher sufELoient to form in his pupils 
habits of position, &c. % Who must form 
them? 

3 What is the object of the " Chest 
Exerdses!" 

8 Bithe "Vocal Klang Exercises" 
"What are the chief points of the pupil's 
study? 

4 Describe the four steps of this ex- 
ercise and the reasons for each ? 

5 What is the special purpose of the 
" Tuning Exercises," and what are the 
three pomts to which the teacher will 
giye attention during these exercises ? 

6 When the tonic chord is established 
in the ear, what do you yourself feel 
to be the mental effect of a high Bay 
when sun^ somewhat slowly? Descxlbe 
the effect in your own words, as nearly 
as you can describe it, but be careful to 
describe only your own perceptions not 
those of others. 

7 In the same way, describe the 
effect of a low Ray. 

8 What mental impression do you 
receive from a high Te i 

9 What feeling is produced by a low 
Ttf? 

10 How do you distinguish yowds 
and consonants ? 

11 What kind of persons are com- 
monly lazy in their use of lip and 
ton^e, and cqpsequently indefinite in 
their vowels and consonants ? 

12 Why is the dear and marked de- 
livery of wmela so important to the 
singer? 



DOCTBINE. 

13 In choosing breathing-plaoes, what 
consideration is more limportant than 
that of the natural division of the mu- 
sical line or section into phrases ? 

14 Give an example (different from 
those referred to above) in which 
" breathing for sense " would contradict 
the " breathixig for phrase." 

16 Give an mustration of " breathing 
for emphasis." 

16 Describe the "musical form" 
called a Bound. 

17 What is the diief difficulty in sing- 
ing a Bound ? 

18 Describe the Four-pulse Measure. 

19 Describe the Six-pulse Measure. 

20 By what syllabic modification do 
we eaqnress the medium accent in Dicta- 
tion and in Elementary teaching ? 

21 What is the name for a silent 
pulse? 

22 What is the name for a pulse-and- 
a-half sound ? 

23 How do we name that quarter of a 

Eulse which occurs at the end of the first 
alf ?— that, at the end of the second 
half ?— that, at the beginning of the first 
half ?— that, at the b^iinnmg of the 
second half ? 

24 How would you dictate the last 
three measures of Ex. 79. 

26' When tones related to one another 
as Doh^ Mty and 8oh are, or as Soh^y T«„ 
and Ray are, are sung together or in 
succession, what is suon a combination 
called? 

26 When one such chord has been 
first heard and has pre-occupied the ear. 



if another such chord starts from the 
highest tone of the first what can yoa 
say of the relationBhip between them ? 

27 Name at write a third,— a sixth,— 
a tenth. 

28 How are sixths related to thirds ? 
How are ten^ related to thirds ? 

29 What is the quality in these inter- 
vals whicJ^ makes wem so much used in 
Harmony. 

30 What is the difference between a 
common imison and an identical imi- 
son? 

81 Where are octaves and identical 
unisons useful in two-part harmony ? 

82 What effect on the harmony would 
consecutive octaves and imisons produce ? 

33 Name or write two fifths, and two 
fourths. 

84 How are fourths related to fifths ? 

86 Of fifths, fourth, and thirds, which 
contain the nearest or most perfect 
agreement of vibrations? Which the 
sweetest 1 

86 In what case are fifths avoided by 
composers? 

87 Why are they not very much used 
in two-part harmony ? 

88 How are fourths r^arded in rela- 
tion to harmony ? 

89 Name or write four different sorts 
of Ckmcords. 

40 Name or write several Discords. 

41 Describehowtlie Discords youhave 
heard are prepared and resolved.. 

42 Describe the passing tones you 
have noticed on the weak part of a 
pulse. 



43 Hold a steady tone without taking 
breath for ten seconds. 

44 Sing Dohf Me, 8oh, D6h\ Doh\ Sohf 
Me, Doh, in Keys D or C, to the " for- 
ward" Italian Zroa, as softly and as 
pleasantly as you can. 

45 Sol-fa any example you please 
shewing the Mental Effect of high Ray\ 
—of low Ray,— of high jT*,— of low 
Te. 

46 Sing to words the upper part of any 
one of uie Exs. 65 to 70, chosen by 
the examiner. Sing correctly as to 
Time Tune and Ihronimciation, without 
breathiness of tone and with proper 
breathing places. Marks should be 
given for each of these four points. 

47 Ditto with Ex. 77 to 80. 

43 Sing to Laa the Ray and the 2V| to 
any Doh the teacher gives. 
49 Sing to Laa the Ray* and the Te to 
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any Doh the teacher gives you. 
50 Taatai from memory any one of 
the Exs. 71 to 76, chosen by the ex- 
aminer. 

\J51 Taatai the upper part of one of 
the Exs. 77 or 78, chosen oy the teacher. 

62 Taatai-in-tune the upper part of 
one of the Exs. 79 or 80, chosen oy the 
examiner. 

63 Point on the modulator from mem- 
ory f sol-f aain^) any one of the follow- 
ing four Exs. 66, 66, 67, 69, chosen by 
the examiner. 

64 Follow the examiner's pointing in 
a new " volimtary," containing DoA, Me, 
Soh, Te and Ray, but no difficulties of 
time. 

66 Write, from memory, any other of 
these exercises chosen by the examiner. 

66 From any phrase (belonging to 
this stage) sung to figures, tell your ex- 



aminer (or write down) which figure was 
sung to Ray, — ^to Ray\ — ^to Te,, — ^to Te. 

67 Having heard uxe tonic dhord, tell 
your examiner (or write down) which 
tone of the scale {Doh, Me, Soh, Te or 
Ray) was immediatdysungto^X^oa. Do 
this with two different tones. 

68 Taatai any Bhythm of at least two 
measures bdonging to this stepwhich 
the examiner shall laa to you. Ue will 
first give you the measure and the rate 
of movement by taatai-ing two plain 
measures and marking the accents by 
r or 2 without beating time, but the two 
measures you have to copy he will sim- 
ply laa on one tone. 

69 Taatai-in-tune any Bhythm of at 
least two measures, bdonging to this 
step, which, after giving the measure 
and rate as above, the examiner may 
sol-f aa to you. 
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THISD STEP. 

To execuU more diMoult Ohtit^ Klaiig and Tunittg Ej^ereUet, To r$eogniu tlie a at^d b po$iiiont, and the 
variom CQ^giUulione of Ohordef-^he reeolution of the ** Ma^or Dominattt^** -^-and the dissonanee d against r in 
B. To recognize and produce the Fourth and Sixth of the Scale, To observe the relation of speed of movement 
to mental effvct. To reoognize the different sorts of voices. To recognize and produce one tone in absolute pitch 
and one rate of movement. To pitch tunes. To select breathing places. To gain first ideas of Expression. To be* 
come conscious of the great break from the thick or first to the thin or second register. To strengthen in men the 
thin or second register. To reoognize and produce half-pulse silences, various divisions of sound produced by 
combinations of gn^rler-pulse and syncopations. To study the eleme>Us of Chanting, To recogmze tJie semi' 
dissonance t ^ and the unprepared dissonance t against g. To recognize the relative motion of two parte. 



Ex. 81. Ohbst Ekbuoisb. Tho samo as Ex. 
54, except that 16 sooouda may now be expeated 
from all instead of ton. If the teacher is not quite 
sure of being able to count M. 60, he will vl^q at 
least a string metronome. 



Ex. 88. VooAL Klano Exercise. To be used 
with Manual Signs and with the same processes as 
Ex. 65. After exercising in each key, let the 
teacher tost tho pitch. There should be no flatten- 
ing in these ohordal oxeroises. 
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KEY 0, B and B. Vocal Klang Exorcise. 
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:t :r' 
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d' :- :- 



Ex. 88. Tuning ExsaoiaB. To be used with 
tho same prooesaes aa Ex. 66, taking care to secure 
a soft tone, each part listening for the others and 



learning to enjoy the porfeot blraiding of the voices. 
Ex. 85 and 86 to be used in tho same way, withont 
words. 



KEY D. Tuixing Exorcise fur throe "equal" voices. 
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Poaitioas of OiM>rda.~In oo>nnexion with the 
tuning exoioisea, a studv of the " positiona " and 
" constitutions " of ohoxda will promote thoughtful, 
and therefore sure singing. Only tho more intelli- 
gent classes, or the more intelhgont memb«ra of 
clivsses will be expeetod to pursue 1^ st«Kly. 
When the tones ox a chord stand one above the 
other as closely as possible (aa D when it atanda in 
the 01x1^ d, u, a counting upwaids, — or S when it 
stands in the order a, t| r) they are said to be in 
thcix nortnal position, the lowot^ tone being called 
tho Root, the middle tone its Third, and the higheat 
its Fifth, In Ex. 5% measures 3 and 8 D is in its 
*' normal " position. In Ex. 83, measure 3, pulses 
1 and 2 S is in its n(»uuU position. Let the pupils 
listen to them afresh, and feel their «^r«^^A. InEiL 



83, measure 3, pulse 4, S has its root in the lowest 
part, but is not in its normal position. When the 
root is in the lowest part the chord, even if not in 
its close normal form, the chord is in the a position. 
Wh<»t the third is in the lowest peurt, the chord is 
in its ^ position See J>b in Ex. 85, measure 2, pulse 
1, and iSd in Ex. 83, measure 3, pulse 3. Let the 
pupik listen to them afresh and mark their cc»sipexa. 
tive weakness. When the ^/ifth is in the lowest 
part, the chord is in it -^ c position. This will be 
illustrated at the next step. The a position is hetsb 
and most used. The b position is much used to 
make tho melody of the lowest part smoother or 
more pleasant. The e position is only used in special 
C£is68, to be afterwards noted, but chiedy in thft 
clo60 of a seotioii, as in Ex. 86. 



THIBD STEP. 
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Oonititiitioii of Chords.— One or more of the 
constituent parts of a chord may be omitted or 
. doubled. In Ex. 56, measures 8 and 8 D ib com- 
plete. Completeness we mark (when we wish to 
mark constitutions) by a figure 1, thus Dal. See 
8al in Ex. 83, measure 3, pulses 1, 2, and 4. 
The root (the most important tone of the chord) is 
often and freely doubled^ The trebling of the root 
(not uncommon in four-part harmony) is marked by 
2. In Ex. 56 measure 4, pulse 2, the root is trebled, — 
indeed, the chord has to be suppaed. If, however, 
a thurd or fifth were added to this trebled root we 
shoidd call it the chord Sa2. The third, the source 
of sweetness, is rarely omitted. Its omission would 
be indicated by 3. The third is doubled frequently 
in Do, Dc, Fa, and ¥e ; but in Db and Fb, where 
the third is already made prominent by being in 
the lowest part, its doubling (too much sweetness) 
is avoided (See Minor Choids, page 46) except for 
the sake of better melody in the parts ; and in S 
the third cannot be doubled, because its t always 
goes to d' of the next chord, and we should then 
Eave the bald effect of two t's going to two dl*s — 
consecutive octaves. See page 21. The doubled 
third is marked by 4. It is quite common to omit 
the fifth. Being so like the root, its presence or 
absence is less noticed than that of the third. Its 
omission is marked 5, its doubling 6. See Da5 in 
Ex. 56, measures 4 and 7, and Ex. 83, measures 1 
and 4. See Sad in Ex. 83, measure 2, and Sb5 in 

Ex. 85. KEY 0. Tuning Exercise, as above. 



measure 3. Omitted roots — omitted foundations — 
are marked om, but we only interpret a chord as 
haying its root omitted when the habits of the car 
make it absolutely necessary for us to think of the 
absent root in such a place. See Ex. 83, measure 1. 
Proirref iioa of 8. — ^Notice that S seldom moves to 
any other chord than D, its t going to d', its r to 
m or d, and its a to d or 8 or more rarely to m. 
See the close of Ex. 83, and Exs. 85 and 86. Thus 
these two chords, which are in their own internal 
structure the same, acknowledge a relationship to 
one another. S proves itself the clinging depen- 
dent on D. But, like other dependents, it is said 
to dominate — that is to rule the key, — and is called 
the Dominant. In fact, its clear declaration of 
allegiance to D decides lie key. Wherever, in the 
region of pitch, two such chords thus cling together 
there is a key. Let the pupils listen afresh to the 
softly load close of Ex. 83. 

The Chord Four Soh. — Notice, at the close of Ex. 
86, the dissonance d against r occurring in the 
chord of S, the third of the chord being omitted 
to make room for it. It would be counted as a 
fourth in this chord. We call the chord " Four 
Soh," and write it thus ^S. In this case the posi- 
tion is a and the constitution 3. 

Ex. 84. Name, pulse by pulse, the chords, with 
their positions and constitutions, of Ex. 85 and 8& 
Thus Da5, Sal, &c. 



Ex. 86. KEY G-. Toning Exercise, as above. 
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Words (a Ex, 85 to 
'From ail-that dwell-be | low the skies — 
Let the-Cre I a tor's praise a rise — 
Let the-Ke deem er's J name be sung — 
Through every | land by ev* ry tongue— 

Words to Ex. 86 to 
Glory-to thee-my Cbd-this night 'for all-the 

blessings | of the light — 
Keep-me-0 keep-me Ejng-of Kings 'be neath- 

thine | own 'Al might y wings — 

For give-me Lord-for thy-doar Son 'the ill-that 

I-this I day have done — 
That with-the world-my self and theo , I 

ere-I | sleep at peace may be — 
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be taught at Ex. 110. 

*E temal are-thy | mer cies Lord — 
*E ter nal | trutii at tends thy word — •' 
'Thy praise-shall soimd 'firom | shore to shore — 
'Till suns-shall | rise and set no more — 

be taught at Ex. 110. 
Teach-me-to live-that I-may dread 'the grave-as 

little I as my bed — 
Teach-me-to die-that so-I may . rise glorious 
I at the jndg ment day — 

*0 may-my soul-on thee-re pose 'and with sweet 

sleep mine | eye lids dose — 
Sleep-that-may me-more vigorous make 'to 

serve-my | Gk>d when I a wake — 
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The Hold (^) signifies that the note below it 
may be held as long as the conductor or singer 
pleases. 

Kental Effects of Fah and Lah. — ^The mental 
effects of. these tones are developed with the same 
process which was used for t and r, page 15. 

The manual sign for fah is the hand firmly 
pointing downwards. The manual sign for lah is 
the hand hanging down from the wrist. 

Ex. 87. KEY A. Effect of high lah. 

Id .ti :d .r In :d jf :— II 

Ex. 88. KEY A. Effect of high lah. 

Id : n 1 1| : s, | f : f | n : — || 

Ex« 89. KEY A. Effect of low Fah. 

Id .ti :d .r In :d |fi :— 11 

Ex. 90. KEY A. Effect of low Fah. 

I d : t|.d I n.r : d | fi : fi | 8( : — || 

Ex. 91. KEY G. Effect of low Lah. 

|d.r:n.ti|r : li |d :ti | Ir : — || 

Ex. 92. KEY p. Effect of low Lah. 

:s( Id :n : d |1| : — : t| jd :— || 

Ex. 98. KEY B. Effect of high Lah. 

:d In :8 It :1 |1 :- |d> || 

Ex. 94. KEY D. Ditto. 

|d :n Is :n |1 :— Is :— |[ 

Ex. 95. KEY A. Effect of Fah and Lah. 

Id :s, In :d |1| :f |n :- || 

Ex. 96. KEY D. Ditto. 

Id :8 In :1 |f :s Id : — || 

Speed of movement and mental effect. — Hitherto 
we have studied the mental effect of tones when 
sung slowly. Let the pupils sing any exercise 
containing lah and fah very slowly indeed, and 
notice how their mental effects are brought out. 
Then let them sol-faa the same piece as quickly as 
they can, keeping the time and observing the 
chaiige. Lah and fah are now gay and abandoned 
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instead of weeping and desolate in their effect, and 
the other tones undergo a similar modification. 
Let the pupils try in the same way any other tunes 
which are deemed most characteristic. They will 
thus discover for themselves that great speed of 
movement makes the bold tones (d m a) sharper in 
their effect, though still firm ; and makes the emo- 
tional tones (r f 1 1) more bright and lively, but 
leaves them still the emotional tones of the scale. 
Handel in his songs calls " to arms " chiefly by the 
use of d m 8, but he also employs d m s with great 
rapidity of movement to express the abandonment 
of jolly laughter. Emotional laughter, however, 
he expresses by the ra^id use of t r f 1. It is also 
well known how effectively his songs employ these 
emotional tones in their slow and more serious 
moods. Ex. 113 includes good illustrations of 
f and 1 in both aspects. In measure 3, pulse 2, and 
measure 4. pulse 2 we^ have the quick fah in its 
lively, abandoned spirit. In measure 5, pulses 1 
and 2 we haye the slower fah in its more solemn 
effect. In measure 7, pulse 1 we have the quick 
lah in its brilliant emotion. In the second-last 
measure we have the slower lah in its loving, earnest, 
serious emotion. 

The Scale. — ^We have now studied a key- 
tone with its six. related tones. Seven tones 
thus related to each other are called a scale. 
The successive tones of the scale ascending 
in pitch are, drmfsltd' descending, 
dl t 1 8 f m r d. The pupil must now prac- 
tise himself in repeatii^^ the names of the 
notes, in their successive order both in ascend- 
ing and descending, d m and s are readily 
classified as the bold and strong tones of the 
scale, and t r f 1 as the leaning tones. Of 
these last t and f have the strongest leaning 
or leading tendency, t leading upward to di, 
and f downward to m. Of the intervals of 
this scale and its harmonic structure, more 
at the next step. | CI 

The Standard Scale of Pitch.— Hitherto the 
teacher haj3 fixed the pitch of the key-tone. The 
pupils themselves should now learn to do it in 
turn. Any conceivable sound can be taken as a 
ke^r-tone, and the relationships of chord and scale, 
which we have already studied, will spring out of 
it. But, — ^it is found convenient to have one 
standard scale of pitch tones by which others may 
be gauged. ^ For this purpose a certain tone called 
tenor or middle 0, which stands high in a man's 
voice— low in a woman's, and is producible by a 
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stretched string giving 256 complete vibrations in 
a second, is fixed upon as the standard, and its 
scale is called the " standard scale." This is given 
at the side. The octave of this tone C (512 
vibrations) is usually given in tuning-forks ^^ 
for vocal purposes. ^* 

Pitching Times. — ^The pupil strikes the -^ 
C tuning-fork, and runs down to the 
tune he wants. That tone he swells out, -^ 
and then repeats it to the syllable doh. At ^ 
firat it will help the pupil's memory to ^ 
notice that he has to spell the words " bag " 
and "fed" in running down this scale, ^ 
thus : -^ 

Id' ':- It :1 Is :f |n :r |d :- || ^ 

a BAG F£ B C ^ 

Bemembering C. — It is much more easy p 
to fix on the memory one tone in absolute ^ 
pitch than is commonly thought, and it is 
a great advantage to be able to do so. Frequently 
the teacher asks his pupils to sound C (which in a 
man's voice is really C) and then tests them with 
the tuning-fork. In this way the power of recol- 
lection is soon developed. In estimating the 
chances of certainty, however, we should always 
bear in mind that any bodily or mental depression 
has a tendency to flatten even our recollections. 

Classiflcation of Voices. — ^In the following ex- 
ercises the parts are not kept within so close a range 
as before. It will not now be possible to " exchange 
parts." It is therefore necessary that the teacher 
should (either himself or by his assistants) examine 
every voice in his class and divide them into higher 
and lower voices. The female and children's voices 
are naturall3rpitched about an octave higher than 
the men's. The pitch tone G stands at about the 
middle of the ran^e of female and children's 
voices. In examining these voices, the teacher 
pitches this tone as a key tone and requires the 
pupil to sol-£EUi, first upward and then downward 
from it. If the fuller — more beautiful — and more 
easily produced tones of the voice lie above G it 
may be classed as a high voice. If the best tones 
of the voice lie below G, it may be called alow 
voice. Cultivation may afterwards make a dif- 
ference, but this simple mode of classification 
answers our present purpose. The high voices of 
women and children are called Soprano Q)ro- 
nounced Sopi^aano) ; the low voices, Contralto. 
The G, an octave lower than the last, serves to 
divide the men's voices in the same way. It is 
the quality of the tones above and below G 
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or G„ not the present reach of the voice, which 
decides the question. The high voices of men are 
called Tenor ; the low voices, Bass. 

The Compass of Voices upward and ^ 
downward varies greatly^ and is not 
the sufficient test of their fitness for 
the high or low "part" in the music, 
but it is useful to bear in memory that 
the easy compass of most voices is about 
an octave and a half. Basses and Con- 
traltos easily compass — one from Ga to 
C, the other firom G, to C. Tenors and 
Sopranos easily compass — one firom C, 
to F, and the other from C to F*. Voice 
trainers commonly give the name Mezzo - 
(pronounced Metso) Soprano to voices 
which seem to be between Contralto and 
Soprano, and Baritone to voices which 
are neither Bass nor Tenor. But the 
most scientific of them have reached the 
conclusion that true medium voices are 
comparatively rare, and that those 
which seem so are commonly only un- 
cultivated Tenors or Contraltos, — the 
high part of a man's voice and the low 
part of a woman's being the most liable 
to neglect. The diagram, at the side, 
shows the common easy compass of 
voices as g^ven above. The difference 
of the t3^e in the letters and the double 
printing of F, E, D is explained under 
the bearding " Registers," p. 32. 
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Octave Marks.— The pitch of doh is 
always taken from the unmarked octave 
of the Standard Scale, and this d with 
the scale above it are without octave 
marks. But, to save the unnecessary 
multiplicity of octave marks both in 
writing and printing, the Tenor and 
Bass part are always written an octave 
higher than they really are. In quot- 
ing octave marks, as in dictation, it may 
be useful to distinguish the higher 
octave marks by naming them before 
the note, and the lower by naming them after, — 
thus D« "two-D"— Da " D-two "— G^ « three 
G" C| " C-one," &c. It will help the memory to 
notice that the higher comes first. Thus, we say 
that the easy Bass compass is, as above, " from G- 
two to unmarked C," that of the Contralto "from 
G-one to one-C," that of the Tenor <* from C-one to 



c, 



G, 
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lumiarked F," that of the Soprano** from raimarked 
Ctoone-F." 

Naming of Farts. — In the titles of tunes the 
initial-letters are used to name the parts, tiius :^ 
S for Soprano, C for Contralto, T for Tenor, and B 
for Baas. 

Breathing Flaees. — ^After Ex. 112, the breathing 
places are no longer marked, but if the markings 
already given have been carefully studied, the 
pupils will be able to mark breatlung places for 
themselves. Before the words are read collectively 
the clas3 should do this under the guidance of the 
teacher, who will often remind them of the prin- 
ciples laid down, page 16. In addition, it may be 
noticed that if one wishes to take breath before a 
strong pulse, the time of the breath must be taken 
from the end of the previous weak pulse ; but that 
if one wishes to take breath before a weak 
pulse the time of it may be taken away firam the 
beginning of the same pulse, — ^that it is not only 
convenient but necessary to take a good breath 
before all long sustained tones or long connected 
passages. In sol-faaing or laa-ing breath should 
Btill be taken " for phrasing.'* This will lead to a 
study of the musical phrases. The importance of 
taking breath for clear soft " emphasis '* will 
appear in such Exercises as 97, where the purity of 
the tone on the first d' will be wonderfully im- 
proved by requiring a breath to be taken before it. 

Ezpression is such a use of loudness and softness 
in singing as tends to make the music more expres- 
sive. Even in the earliest steps, pupils enjoy thus 
embellishing their music. In the fifth step the 
subject is more fully treated. Here if is enough 
to draw attention occasionally to what is indeed 
the chief part of expression — that which is sug- 



gested by the words. In our Tonic Sol-fa books 
we C8jly adopted the plan of using type -marks 
for this kind of expression. First, there must be 
fixed the medium or normal degree of force proper 
to the f. eneral sentiment of the piece to be sung, — 
then whatever words are printed in the common 
type are to be sung with that appropriate medium 
force, whatever words are printed in small capitals 
are to be simg louder, and whatever words aro 
printed in italics are to be sung more softly. In 
writing, a single line is drawn under the words for 
italics, and a double line for small capitals. These 
marks of the pen can be easily added by the student 
to his printed copy. In Exercise 97, the general 
sentiment of the words is subdued and prayerful ; 
therefore the common type indicates soft singing, 
but in the last two lines the spirit of earnestness 
rises to a climax and demands greater force of 
voice. The general spirit of Ex. 100 is soft 
and gentle, but it should begin vertj softly — in- 
creasing in force as the phrase ascends. Ex. 101 
and 102 also open with ascending phrases to be 
treated in a similar way. Continuous or repeated 
tones as in the second line of Ex. 103 and in Ex. 
65 suggest the same treatment. Notice that any 
tunes like Ex. 102 and 103 which require a light 
and tripping style, require also a soft voice. 
Observe, in all these cases, how useful this distinc- 
tion of loud and soft is in marking out the musical 
phrases or in " phrasing." 

Ex. 97 to 108 should now be tanght in the same 
manner as before, except that previous to each 
exercise, the teacher will put the voices in tune by 
causing his pupils to sing, after his manual signs, 
for a low key-tone, d, m, 8, — f^ Ij^ d', — s, t, r , d', — 
and for a middle key-tone .d, 8„ xn, d,-!-f„ 1„ d, — 
s„ t,, r, d. 



Ex. 97. XEY C. 

.'8 s : s I d' : t 

1. Sun of my soul,t thou 
l2.When the soft dews f of 

:n n :n Id :r 

3. A - bido with me f from 
4.Gome near f and bless us 
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1 :t Id' 

hide thee f from thy 
cv - er t on my 

f :r In :f 

with - out thee f I 

lose our - SELVESflN 



d' :t Id' 

ser - vant's eyes. 
Sav-iour's breast ! 
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not die. 
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LABOXJIt'S STBONG AND MEBBY CHILDBEN. 

Ex. 98. KEY G. » Round for two parts. 
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ALL THE SPRINGING ELOWEBS. 

Ex. 99. KEY F. Round for two parts. 

" f :— In 



d :r In :f 
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d' :1 |8 :f 

All the stars a - 



flow - 



hove, 



ers. 



f :— In 



• 
• 


n :f 


8 :1 


t :- (d' 


• 
• 




All the 


fruit - f ul 


show - ere, 




: 8 


1 :f 

tell - ing 


Is :t, 

God is 


ti :- Id 


D.C. 

• 
• 


Are 


love. 



LULLABY. 
Ex. 100. KEY D. Round for two parts. 
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DOH, BAY, TttB 
Ex. 101. KEY G. Bound for four parts. 

d :— I— :- 
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f :f 18 :f 

in Bol - faa - ing, » O - pen well your 
WHO COMES IiAUGHINGP 
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D.O. 
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Ex. 102. KEY EIt*. Hound for three parts. 
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d : d |r :r 



TFTio comes laugh - ing^ 
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We come laugh - ing 



( |8 .8 : 8 .sl 8 .f :n .r 

( I Ha, ha, ha, ha, ha, ha, ha, ha. 



n :n |f : f 

laugh'ingf langh-ing, 

8 .8 : 8 .8 1 8 .f :n.r 

Ha,ha,lia,lia,ha,ha,ha,ha, 

d .d: d.dir .r : r .r 

Edf hOf ha, ha, ha, ha, ha, ha, 
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Ha, ha, ha, ha, ha, ha, ha, ha. 
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Ha, ha, ha, ha, ha. 
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GLAD HEARTS AND FBEE. 
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Bound for four parts, 
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r .a 

la, lay 



Begisters. — In the highest part of the compass 
of men's voices, and in i£e lowest part of the com- 
pass of women's voices, may be noticed a remark- 
able change in the quality of the tones. The place 
where this change occurs is called ''the great 
break.'* It is in all voices between F and G. The 
break arises from the different way in which the 
tones are produced in the larynx. Below the break 
the tones are produced by what we may call the 
first or thick register of the voice, above the break 
by ihe second or tbiTi register. In women's voices 
there is a yet higher register, beginning with g', 
which we may call the third or small register. 
These registers of the voice are indicated on page 
29, the "thick" register being shown by large 
capital letters, the " thin " by ordinary small 
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capitals, and the " small " by common letters.* 

Optional Tones. — Although the lower registers 
cannot be forced upward, beyond the limits men- 
tioned, without injury to the voice, the higher 
registers can in both cases be used some way below 
their proper limit. So much is this the case with 
the thin register, that the three tones F, E, and D 
are called optional tones, and the pupil is advised 
to exercise his voice in order to equalise the quality 
and power of these three tones, and to use eiUier 
register interchangeably. In women's voices it is 
this thick register at the bottom which is commonly 
found to be uncultivated, and in men's voices it is 
the thin register at the top which is commonly left 
untrained. 

• Italic oapitala shew the Upptr thick and thin registers. 
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Beeognition of the second or thin Begister. — 
It will be seen from the scale, p. 29, that women 
naturally une this register in the middle of their 
voices and have no difficulty in recog^nising it,^ 
that, among men, Basses have little need for it 
except for solo singing and for any part-music 
which demands an imcommon compass of voice,^- 
but that Tenors require a careful cidtivation of this 
register and of the " optional tones." It may also 
be noticed that Contraltos require a special culti- 
vation of the first or thick register, but that is 
deferred till the next step. In order to enable men 
to discover and recognise the thin register, the 
teacher causes them to take some low tone for doh 
which is decidedly within the thick reg^ister (say C), 
and then guides them by his manual signs to sing 
the chord slowly, thus, d m 0. If he allows them 
to sing the aoh softly, they will instinctively produce 
it in tiie thin register. Having once found that 
register, it will not be difficult for them to continue 
the same quality of tone in a downward phrase like 
the following, 8 f m r d. Having got back to the 
doh in the tb^n register they may then take breath 
and sing it again in the thick. Of course the pupils 
can take A| or G| for their key-tone. They will 
then have to follow the manual signs thus, d m s d' ; 
— d' will be delivered softly in the thin register, 
and the descending passage in the same register 
would be di t 1 8 f m r d. It is better that all 
the men's voices should go through this experiment. 

Strengthening of the thin Begister. — ^Exercise 
— ^reg^ular exercise — strengthens the tones of this re- 
gister so as to make them blend easily into the tones 
of the stronger register. like all other exercises in- 
tended to strengthen the muscles, it must have some- 
thing of force and violence init, a marked shock of the 
glottis (see p. 1), but must not be over-strained. For 
strengthening the legs a run is better than a walk, 
but over-Gxieriion does more harm than |^ood. 
Therefore the necessity in the following exercise of 
using well the forceful staccato syllable koo. It 
will be remembered tiiat a new combination of the 
delicate muscles of the larjux is required for every 
conceivable sound which it produces and that all 
these muscles and combinations of muscles have to 
be exercised. Hence, the necessity of using this 
exercise in various keys, so as to bring intervening 
tones into play. Ex. 104 should be first sol-f^d 
with the manual signs; second, sung to koo 
^\e or more times, much more quickly and force- 
fully; third, sol-faad again. On sol-£Eiaing the 
second time the quality of the tone will be found 

St, Co. (New.) 



to bo very much improved. But care must be 
taken not to fatigue the voices. At first five /.oo- 
ings will do this, and there must be a rest before 
the exercise is used in another key. The firs^ 
and second keys will be quite fatiguing enough 
at first. The keys are so arranged tlmt without the 
use of the tuning-fork the teacher can pass from 
one to another. For example, after exercising in 
key B, he strikes ray^ calls it dohj strikes the chord 
and proceeds with the exercise ag^ain. After thus 
using what is called the key of C sharp, he strikes 
tcy^ calls it dohy strikes tiie chord and proceeds 
with the exercise in key C. In the same way the 
ray of key will g^ve him key D. This exercise 
should be used for a very short time, at every future 
lesson of this step. If the class is a mixed one, women 
should join in this exercise, which lies in the lower 
compass of their voices, and is easy to them. They 
will encourage the men's voices, and prepare them- 
selves for a blending of the thick and thm registers 
at the next step. 

Ex. 104. To strengthen the second Hegister. 
To be sung in the highest part of men's voices, and 
the lower part of women's voices. 

KEYS B, eft C, D. 
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The Ketronome (pronounced metronoam) is an in- 
strument for reg^ating the rate of movement in a 
piece of music. It is a pendulum which can be 
made to swing at various rates per minute. M. 60 
placed at the beginning of a tune in the Tonic 
Sol-fa notation means " Let the pulses of this tune 
move at the rate of 60 in a minute." The stroke 
of the metronome is the moment when it passes 
the lowest point of its arc. In the case 01 vei^ 
quick six-pulse measure, the metronome rate is 
made to correspond not with pulses but with half 
measures — " beating twice in the measure." 

Snetaining the rate of Kovement. — When a 
tune, as in psalmody, is intended to be sung to 
several verses, the singers may vary the rate of 
movement according to the sense of uie words, and 
in simple songs this rate of movement may be 
occasionally accelerated or retarded to suit the 
sentiment. But even this power of varying the 
rate of movement with any good effect depends upon 
a previously gained power of sustaining the rate of 
movement uniformly. Exercises for the cultiva- 
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tion and testing of this power are frequently in- 
troduced. The teacher causes his pupils to taatai 
on one tone a simple measure, thus, tbaa-ai taa-ai 
TLAA-Ai TAA-AI, repeating it steadily say six times 
with the metronome, so as to get into the swing. He 
then stops the metronome and they continue holding 
the rhythm steadily for another six measures. 
-Just at the stroke of the first pulse in the next 
measure he lets his metronome go, and then the 
class immediately see whether they have sustained 
the rate. Accomplished musicians say that this 
power of sustaining a imiform speed is one of the first 
■and most important musical elements. The irregular 
and ever-varying speed of movement, without any 
apology, on &e ground of Expression, which many 
organists and precentors indulge in, is very painful 
to practised ears. 

Bemembering M. 60. — ^It is quite common among 
Tonic Sol-fedsts to be able by habit to form a concep- 
tionin their own minds of the rate of movement given 
in the title of a tune, without referring to a metro- 
nome. This power is gained by first fixing in the 
mind the rate of M. 60 as a standard of comparison. 
Then, twice that speed, M. 120, or a speed half as 
fast again, M. 90, are easily conceived. Even some 
intermediate rates are recollected with considerable 
precision. To fix M. 60 in the mind, the teacher 
frequently asks his pupils to begin taatai-ing at what 
they conceive to be that rate, and then tests them 
wefl with his metronome. The recollection of rate 
of movement is, like the recollection of pitch, af- 
fected by temperament of body and mood of mind. 
But these difficulties can be conquered, so that de- 
pression of either kind shall not make us sing too 
filowly. 

The silent half-puUe is indicated by the absence 
of any note between the dot which divides the 
pulse in two and the accent mark. It is named 
8AA on the accented and SAI on the unaccented part 
of the pulse. See Exs. 105, 106, 107. 

The three-qnarter-pulse tone is indicated by a 
oomma placed close after a dot, leaving a quarter 
to fill up the pulse. It is named as below, xAAefe, 

Ex. 105* Slowly y — and quickly, 

1 .1 : .1 11 .1 : 

TAATAI 8AATA1 I TAATAI BHAA-Al 

KEY F. 

In.r : .d|r.d: |s .f :n. |n.r :d. || 
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With lighter accent and quicker speed xAAcfe is the 
same thing as taa-ai-aa-tai. And this is the same 
thing in small as taa-ai -aa-ai -aaai taa-ai. The 
teacher causes such an exercise as 71 to be sung 
quickly and lightly. 

Two quarters and a half are indicated by the 
use of the comma and dot as below, Ex. 106. This 
pulse-form is called tafaTAi. It is the same thing 
in its nature with the larger and more strongly 
accented time-forms taatai taa-ai and tAA-Ai 
TAA-AI TAA-AI -AA-Ai. The teacher causes such 
exercises as 72 to be simg rapidly. 

A half and two quarters are indicated as below, 
Ex. 107, and are called TAAtefe. This pulse-form 
is the same in its nature as taa-ai taatai and 

TAA-AI -AA-AI TAA-AI TAA-AI. See Ex. 75. 

Syncopation is the anticipation of accent. It 
requires an accent to be struck before its regularly 
recurring time— changing a weak pulse or weak 
part of pulse into a strong one and the immediately 
following strong pulse or part of a pulse into a weak 
one. Its effect in time is like that of a discord in 
tune. It is a contradiction of the usual and ex- 
pected. Both the discord and the syncopation 
should be boldly attacked and firmly held by the 
voice, — -just as one grasps a stinging nettle to 
master it. Insufficient definitions of syncopation 
have led many singers to strike the new accent, 
indeed, but also to retain the original strong accent 
on the immediately following pulse. This common 
misunderstanding entirely destroys the intended 
effect. In Ex. 108 the first line shews how synco- 
pations are commonly written, and the second line 
shews the real alteration of accent which they 
create and the maimer in which they should be 
sung. The K in our time names assists this ex- 
planation. Note that it is difficult to " beat the 
measure " in the ordinary way (see preface) during 
syncopations, because they seem to contradict the 
boating. It is easier to beat simply pulse by pulse. 

Exs. 105 to 109 should be taught as above, pp. 7, 8, 
and 19, especially with '* time-laa-ing," p. 8, 
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I TAATAI TAASAI 

KEY F. 
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KEY F. 
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TAATAI TAASAI H 
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Ex. 106. Slowlpy — and quickly, 

1 .1,1 : 1 .1 I .1 

TAAtefe TAATAI * 



: 1 



8AATA1 



TAA-AI 



1,1.1 : 1 .1 11 . : 1 

tafaTAI TAATAI I TJJLSAT TAA-AI 



KBT G. 

|d.r,n:d.s,| .l(:t| |d,r.n' : f .njr. :d || 

KEY F. 

|s.f,n:rji| .f :n |n,r.d : t,.d | n. :r || 
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Ex. 107. Slowly, — and quickly, 

1 .1,1: 1 .,1 11,1.1,1 : 1 

TAAtefe TAAefe I tafatefe 



TAA-AT 



1LEY G. 

I n .8,f : n.d | .f : r Ksi : n.d 1 1|. : d || 

KEY O 

I 8 .l,t : d<.8 1 .1 :8 |l,t.d':t.8|f. :n || 



1 .,1:1 .,1 |1 .1 : 1 .1 

TAAefe TAAefo TAATAI TAATAI 



KEY D. 

I d .r,m: f .,n |r,m.f,8: 1 | s .»f : m .,r | s .f :m .r || 

KEY D. 

j Di .f,8: 1 .,t |d',1.8,m: r ] d .,m : r .,f | m .8 :f .1 1! 



Ex. 108. Slotvlyj — and quickly. 

1 : 1 I 1 :T I — : 1 

TAA-AI TAA-AI TAA-AI TBAA-AI -AA-AI TAA-AI 

1 : 1 II 11 :— : 1 



KEY F. 

I 8 .f^: r .,d |t„d.r^: f 1 1 .,f : 8 .,n 1 1 .f :s .n|i 

KEY r. 

I 8 jn,d: s .,d |8,f j«j,r: n 1 r .,f : rn .,d | f .1 : 8 .n 11 



1 : r I — : — I 1 : 1 

TAA-AI TRAA-AI -AA-AI -.\A-AI TAA-AI TAA-AI 

1 II :— : — I 1 : 1 



Ex. 109. Slowly ^-^ and quickly, 

1 :1 |1 :1 I 1.1 : 1.1 I l.T":-.T|-.l : 1.1 I 1 :1 

TAA-AI TAA-AI TAA-AI TAA-AI TAATAI TAATAI TAA TRAI -AA TRAI-AA TAI TAATAI TAA-AI TAA-AI 



Chanting is the recitation of words on a single 
tone with a musical close or cadence at the end. 
The chant of English origin, called the Anglican 
Chant, has either two reciting tones with cadences, 
in which case it is called a *' single chant," or four 
recitations with cadences and is called a " double 
bhant." The most important rule in reference to 
chanting is that the music should be well Icamt 
'* by heart " before any attempt to apply words to 
It. The chant is commonly and properly applied 
to prose words (see next step), but the chanting of 
hymns is not out of place when the hjrmns are very 
long. It also forms a good exercise preparatory to 
the art of prose-recitation. The rhythms are so 
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simple and admit of so little variation that attention 
can be almost exclusively given to distinct and 
sharp utterance. 

The division of words for Chanting is commonly 
made simply by placing a single bar where the 
cadence begins and a double bar where the cadence 
ends. In addition to this there have been many 
contrivances for guiding the manner of the recita- 
tion so as to secure appropriate breathing places 
and to prevent confusion. Our Tonic Sol-ra teach- 
ings naturally suggest the division of the whole 
into pulses. Our simple rules are that the syllables 
which stand toffether'^-yfh.eiiieT joined by hyphens 
or otherwise— are to be sung in one pulse, — ^that 
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this mxtk ' before a ayllaUe denotes a silenco od 
tho first half of a pulse and a convenient breathing 
place, — that this mart , denotes a silent pulse, nod 
this — tho continaitioa of a sound. In Ex. 85 
notice ihe rhythms to tho short recitations taa-ai 
TAATAi twice, SJ.4TiiTAA-Ai TAA-AI once, and SAA- 
TAT TAATAT onco, and the ibTthcns to the longer 
recitations saat^i taatm taatai twice, taa-ai 

KAArxioaco. Verify each of those rhj-thmsandstudy 
the reasons for their difforencos of rhythmic form. 
Why will not one form do for all the short recita- 
tions, and another (or all Uie long onos ? It is 
important to notice that the pulses of the cadence 

although it is customary and also natural to put 
more syUables into ca/^h pulse of the recitation than 
into those of the cadence. 

In tSMhing Chanting the teacher causes his 
pupils (a) to laalai a line by pattern, {b) to recite it 
by pattern, clearly and distiuctly, and [c) to sing it 
t« the chant already learnt by heart. 

Ex. 110. Chant the words to Exs. 85 and 86. 



The harmony student will find and tnari cases of 
each new consonance, and listen te them while the 
music is sung. 

Th« Partial SiBMoance.— The very peculiar 
interval of the Ecale ( to t with its inversion f to t, 
is not a discoid according tothadcscriptioaatp. 21. 
But its effect on the ear forbids it to bo called a 
concord. The ear requires rest aad sweotness after 
it, and therefore expects f to go to m and t, to d. 
We call it the partial dissonance, Soe and hier 
Ex, llfi, I i, m l,p i. — Note. — ( stands for lint or 
score, in for tiuature, and p toi pulsf,—Es. 119, { 1, 
tn 4, p 4. But the effect of the partial diseonance 
is specially illustrated in the cadences of Ex. 99. 

Kew diuonanosB. — We have hitherto studied (see 
p. 21) one dissonance, d against r. It is tht modtS of 
those dissonances which ownr on the itnmg poise and 



are regularly "prepared" and "resolved." Wa 
now have otJier dissonances of the same kind. In 
Ex. IH, in addition to d against r in m 3 and 6,w8 
have a against 1 in tn 4, and f against s in m 2. In 
Ex. 116, in addition to the ord.nary dagaiost r, 
i 5, m 1, we have the samo disBOnanco with dettytd 
resolution 1 1, in 1, and m against f with the less 
common interrupted re8olatioa,^tlie consonance 1 
"interrupting" the evolution of m' upon t', and 
f against B in (I, hi 3. 

f against s. — Although tbii dissonance is used 
on the strong pulse, and with tho same kind of 
preparation as above, it ia fer more commonly used 
on the tfeai- pulse and often without any sort of 
preparation. Its lavourite form of melodic pre- 
parJtion, however, is when the f cornea down step- 
wise from I and goes on as it always must to nu 
See and /is(«<i to Ex. 97, 12, ui2,f 1, 2,-Es. Ill, 
HI 7, p 1 — where i is unprepared and has an inter- 
rupted resolution,— and Ex, 118, «i 5, p 2. Thia 
dissonance f against a ia tlie inodel of unprepared 
discords. 
j Belative Motion of Parts, — Two partjmaymove 
upward and downward at the same time. This is 
called simi/ar motion and is generally sweet and plea- 
sant as in Ea.-97, <h 6, and in Ex. 99, when the first 
two measures are sung with the second two. Two 
parts may move upward and downward in opposite 
directions. Thia is called contrary motion, and is 
exceedingly gratifying to tie ear. See and listen 
to Ex, 97, pulses 3 t« 6 and 9 to 12, and Ex, 99, 
when the third and fourth measnres are sung with 
the fifth and sixth. In the lost case, indeed, the 
parts cross one another. The crosBing of parts 
lis conunon in Rounds, but not in other composi- 
tions. Anything which tends to confuse one part 
with another is objected to in modem music. 
Obhqae motion is that in which a part " st'inds " — 
that i?, continnes the same sound, while the other 
part moves downwards or upwards, fee Ex, 117, 
m 6, 7, and Ex, 97, beginning of line 2. Very 
much of the relative motion of parts cannot bo 
described by those simple terms. The ear could 
not be satisfied with one sort of celntlve motion 
only. It requires variety; but that which satisfies 
longest is tho similar motion. 

Imitation, — The music-student cannot fail to 
notice that every kind of imitation is agreeable to 
the ear. It is a great help to the singer to notice 

such cases. Imitations in the waving of the 
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melody— or melodic Jiffure-'BVLch. as that sunple one 
in Ex. 70, 1 2, where the air of the second measure 
imitates, in figure, that of the first,^-or that in 
Ex. 98, between the two parts at the opening of 
line 2, — or those in Ex. 101, 12, are easily per- 
ceived. The imitations in Ex. 116 are interesting. 
In the opening, the second part is imitated by the 
first, for a measure and a half, starting o. fifth above. 
In the second line the music of " grief of heart'* 
is replied to, a fifth above, by that of " killing care ;" 
then, the second part repeats " grief of heart *' a 
small step higher and is again replied to by the 
air a fifth higher. Let the student carefully verify 
observations like these; it will teach him to see 
more in a piece of music than most others see. 
"When the unitation is in two or more parts simul- 
taneously, as in Ex. 97, pulses 9, 10, with 11, 12, it 
is called a harmonic sequence. The study of 
rhythmic imitation^ is very interesting. See in 
Ex. 113, ^ 2, taf&TAi tafaTAi taa-ai quickly replied 
to by the same rhythm with contrary motion. 
See TAA-AI TAATAi TAA-AI in Ex. 116. Find other 
examples. 

« Elementary Bhythms," containing passages 
selected from popular songs, and published separ- 
ately, will now make good home practice and 
prepare for the elementary certificate. 
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Laa yoluntaries. — ^When once the use of the Sol- 
fa syllables is fixed in the ear and has obtained 
mnemonic power, it becomes very important to 
prevent that otherwise useful power satisfying the 
pupil. The practice of laa-ing every tune which 
has already been sol-faad is a step towards liberty, 
but laa-in/j the Modulator voluntaries is a step 
further still towards that ready perception of the 
mental effects of the tones, apart from associated 
syllables., which is desired. This practice, there- 
fore, of loading at first sight from the teacher's 
pointing should be constantly used. 

The Fnpil's Pointing on the Modulator while he 
sol-faas must still be encouraged. Where it is 
possible for the pupils to point in class— each using 
a mounted ** Home Modulator," and holding it up, 
while the teacher passes along the rows behind or 
stands on a chair or table so as to overlook all — that 
is the best plan. It makes all work. 

The " Standard Additional Exercises " appended 
to this book, introduce four-part pieces at this step. 

The " Standard Mixed- Voice Exercises " and the 
" Standard MevCs Voice Exercises ** introduce four- 
part music in the course of this step. 
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PEACE, LOVELY PEACE. 
Ex. 112. SET El?. Hound for four parts. 
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Ex. 113. KEY A. 
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Ex. 116. EST C. 
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KEY D. 



HALLELUJAH. 
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Ex. 118. KEY A. 
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WHEBE DO THE FAHtlES DWELL? 



Ex. 120. KEY C. 
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THIRD STET. 
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Modulator Volimtaries have now increased in 
rvpidity and difficulty, though they are still confined 
to one scale. To make sure of avoiding mannerisms 
and to secure variety, the best teachers find it 
necessary to study and prepare their voluntaries 
when they come to this step. The "Hints for 
Voluntaries " are only intended to suggest such as 
are suitable for each step. The teacher who wishes 
his pupils to follow his pointing rapidly can teach 
them to do so, by never Utting his pointer wait for 
them. 

Ear Exercises. — ^A few fwo-part Ear Exercises, 
as in the " Hints," can now be wisely introduced, 
but only to quick and observant classes. To others 
each " part *' of the exercise will serve as a separate 
exercise. When the great majority of the class do 
not follow the ear exercises with pleasure, the 
teacher goes back to earlier steps, — continually re- 
minding his pnpils, not by words, but by examples 
and illustrations, of the mental effects of particular 
tones, and continually urging them to notice the 
Jirst tone of the exercise after the " prelude." The 
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f .f :8 .f In 



n .n 



necessity of written answers to the ear exercises 
increases with the length of the exercises. 

Time Ear Exercises as at page 24, are still con- 
tinued. 

Dictation. — See pp. 12, 24, but name the octaves 
as at p. 29. Thus, the beginning of the last line 
above ** TLAAtefe m f s " — " taa-ai r " — ** TBAAtefe 
s one-m one-r." 

Pointing from memory, writing *from memory 
as at pp. 12 and 24. 

Elementary Certificate Slips being given to the 
pupils, they are now^ — that is six weeks before the 
close of the class, — constantly coming up for indi- 
vidual examination in one requirement or the other, 
first passing the examination of the assistants, and 
then that of the teacher himself. The examination is 
conducted sometimes before the whole clasi^, some- 
times privately, according to the convenience of 
teacher and pupils. All the requirements must be 
done within six weeks, else the examination beg^ins 
again« 



THIBD STEP. 



43 



QUESTIONS FOR WRITTEN OR ORAL EXAMINATION. 



1 What 18 a " hold »»— What does it 
signify ? 

2 What is the advantage of a know- 
ledge of Chords to the singer ! 

3 Describe the normal pcmtion of a 
chord? 

4 What are the root— the third— and 
fifth of a chord I 

6 What is the difference between 
the a position and the normal position 
of a chord ? 

6 What is the b position of a chord ? 
— the c position ? 

7 Which of these positions is the 
most acceptable to the ear .' and how 
are the other positions used I 

8 What does the name *' Constitu- 
tiun" of chords refer to I 

9 How do we figmre Mxq omission of 
the third ?— of the fifth 1— of the root 1 

10 How do we figure the doubling of 
the third !— and fifth I— and trebling of 
the root? 

11 Which of the three tones of a 
chord is most easily omitted without 
notice? 

12 What quality of a chord is lost by 
omitting the third i— tiie root ? 

13 Which tone of a chord can be 
easily doubled because it is the least 
noticed? — and whidi beeanse it is the 
most characteristic and important ? 

14 In the rescdution of S into D 
where does te go l—sohl — ray ? 

16 Why is IS caUed the Dominant ? 

16 Describe the diord 48 

17 What do you yourselTes feel to 
be the mental effect of low lah \ — of 
high lah ? 

18 What is the effeet of high /dh ? 
of low/aA? 

19 How does greater speed of move- 
ment modify tJie mental effect of doh^ 
me, and sohl — of ray^ fah, lah, te ? 
Mention any examples that occur to 
you. 

20 Which aretheattrong tones of the 
scale, and which the leaning tones? 
Which have the strongest leaning 
tendency ! 

21 What are the successive tones of 
the scale desoendinf in pitch? — ^What 
are they ascending 7 

22 How Qumy vibrationB in a second 
erive the standard pitch tone, middle 
O?— InVhat part of men's voices is 
this G ! Where isit in women's voices ! 

28 Describe the mMmaif in which 
tunes are pitched from the standard 
ficale. 



DOCTRINE. 

24 What variable circumstances 
affect our power of recollecting a tone 
in absolute pitch ? 

23 What pitch tone stands at about 
the middle rauge of female and chil- 
dren's voices ? — of male voices ? 

2d How do we judge whether an 
uncultivated voice belong to the con- 
tralto or bass class of voices, or to the 
soprano or tenor ? 

27 What is the easy compass of the 
soprano voice ? — of the contralto ? 

28 What is the easy compass of the 
tenor voice ? — of the bass ? 

29 Among uncultivated voices, 
which part of a man's voice is most 
commonly found to be neglected ? — of a 
woman's? 

SO The octave marks of a tune bemg 
taken from doh^ how do we know whi(£ 
doh is to be without an octave mark ? 
In key G how would the lah below the 
kevotone corresponding veith the pitch 
E be marked ? In key how would 
the me above the key-tone correspond- 
ing with Uie pitdi £ be marked ? 

31 With what octave maiks are the 
bass and tenor parts written ? 

32 In speaking of octave marks for 
the purpMOses of dictation, how do you 
distinguish the lower doh from the 
higher doA?— the lower C% &om the 
higher C^. 

33 If we want fresh breath on a 
stronjg pulse, where do we take away 
the time of the breathing ? And if on 
a weakpulse ? 

34 Write down all the rules for 
breathing places which you can remem- 
ber. 

35 What is meant by " Expression " 
in music ?— and what are the elements 
of tone chiefly employed in it ? 

36 In using the tsrpe-marks for 
expression of words what has to be 
first settled in the mind before those 
marks obtain their true meaning ? 

37 What, then, is the meaning of 
common tjrpe l^ItaUc type ?— small 

CAPITALS ? 

38 What is the toriUng mark for 
Italics ?— f CM* small capitals ? 

89 How are ascending passages and 
continuous or r^)eated tones naturally 
treated for expression ? 

40 What other means are there, 
besides taking breath, of separating 
and distinguishii^ musical phrases one 
from the other while one sings ? 

41 What is the "great break of 
register " in the voice ! 



42 Where does it occur in men's 
voioes ?— in women's ? Betwe^i what 
tones in absolute pitch is it always 
found? 

43 When does the "small register," 
peculiar to women's v<Hces, commence ? 

44 What are the three commonly 
used "optional tones" between the 
thick and thin registers ? 

45 Describe or write the exercise by 
by means of which men come to per- 
ceive their thiu roister. 

46 Why is forceful action of the 
larynx necessary to the strengthening 
of the thin register? What syllable 
puts the organs of voice into the best 
position for this kind of vigorous effort ? 

47 Why is it necessary to employ the 
strengthening exercise in various i^ys ? 

48 Describe the process of using the 
strengthening exercise, Ex. 104. 

49 What IS a metronome ? 

60 What is the mpaning of M. 80. 
placed in the title of a tune ? 

51 How is the rate of very quick six- 
pulse measure marked ? 

52 Why is it necessary to have exer- 
cises for sustaining a uniform rate of 
movement ? 

53 Describe the exercises for attain- 
ing this power. 

54 Why should the rate indicated by 
M. 60 be fixed in the mind ? 

55 Describe the exercise for teaching 
this. 

56 What is the name for a silence 
on the first half of a pulse ?— f or the 
second half ? 

57 How is a three-quarter-pulse tone 
indicated in the Scd-f a notation ? 

58 How is the pulse divided into 
three-quarters-and-a -qu arter indicated 
in the time-names ? What are its two 
laacger relatives ? 

59 How is the pulse divided into two 

5uartas-and-a-half indicated in tho 
'onic Sol-fa notation and in the time- 
names ; What are its laxjger relatives ? 

60 How is the pulse divided into a 
half-and-twoHjuartors indicated in the 
Tonic Sol-fa notation and the time 
names ? What are its Uager relatives ? 

61 What is synoopation ? How docs 
it affect the next following strong 
pulse? 

62 What is there in tune like synco- 
pation in Time ? In what style should 
syncopation be sung ? 

63 Whatisobaiitiag? 

64 Describe an Anglii^flp single 
ohant— a douUe chant. 
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65 What is the fiiost important rule 
in chanting ? 

66 Why should a student of chant- 
ing begin by chanting hymns ? 

67 By what marks are the words 
divided for chanting, so as to separate 
the words of the reciting-tone from 
those of the cadence ? How are taa-ai 
or any division of taa-ai indicated in 
the printing of the words 1 How is 8AA 
indicated? SHAA-AIf 

68 What relation is there between 
the rate at which the pulses of the 
cadence move and those of the recita- 
tion; 



69 What is the process of teaching 
chanting recitations ? 

70 What are the new Consonances 
introduced at this step, distinguishing 
the thirds from the fifths ? 

71 What is the semi-dissonance and 
its effect ui>on the mind ? 

72 What new prepared dissonance 
have we in this step ? 

73 What dissonance is considered 
the model of unprepared discords ? On 
what kind of pulse does it most com- 
monly occur, and what is its f ayomite 
melodic preparation ? 



74 Describe what is meant bj the 
similar motion of two parts in relation 
to each other, — ^by contrary motion, — 
by oblique motion. 

75 Which kind of relative motion is 
the least wearying to the ear 1 Which 
is tiie most excitmg 1 

76 What is meant by imitations of 
melodic figure? 

77 What is meant by imitation of 
rhythmic form ? 

78 What is meant by harmonic 
sequence. 



79 Hold a steady tone with one 
breath for a quarter of a minute. 

80 Sing, softly and jpleasantiy, to 
the Italian Laa, £!z. 82 m keys B and 
D. 

81 Name, pulse by pulse^ the chords 
with positions and constitutions in Exs. 
85 and 86. 

82 Sol-faa from memory any example 
you please, shewing the mental effect 
of high /ai,— low /aA,— low teA,— high 
lah. 

83 Give from memory an example 
of the manner in which si)eed of move- 
ment modifies mental effect. 

84 Bepeat the names of the scale 
tones upward, — downward, — repeat 
the strong tones upward and down- 
ward, — repeat the leaning tones upward 
and downward. 

85 Strike^ by the help of a tuning- 
fork, the pitch tone C (for women's 
voices C, for men's voices unmarked 
C,) and run down the standard scale of 
pitch. 

86 Pitch the key D,— G,— A.— F. 

87 Strike from memory the pitch 
note G' (for women) and unmarked 
(for men). 

88 Are the best tones of your voice 
ahove G (for women and children) or G, 
(for men) or are they below that tone ? 

89 What is the easy compass of your 
voice ? 

90 For which of the four common 
parts in music is your voice best fitted ? 

91 Write the Soprano of a tune in 
key C with the proper octave marks. 
Do the same in key B. 

92 Write down "three G" — "G 
three"— "two ray" — "ray two" — 
•• unmarked G." 

93 Write the letters by which you 
would indicate in the title of a tune 
that it is to be sungr by two Sopranos 
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and a Contralto,— by Soprano, Tenor, 
and Bass, — ^by Soprano, Contralto, and 
Tenor. 

94 Mark breathing places, consider- 
ing the phrasing only, to Exs. ICO, 101, 
98, and 115. 

95 Mark breathing places for em- 
phasis in Exs. 113 anoL 120. 

96 Mark breathing places to corres- 
pond with the sense of the words in Ex. 
116. 

97 Mark with your pen underneath 
the words the style of " expression " 
you think it best to give to them in Exs. 
112, 119, and 120. 

98 Sing to words any one of the 
exercises from 97 to 103 as required, 
page 25, question 46. 

99 Ditto with exercises 110 to 120. 

100 Sing to laa iiie lah and the Idhi 
to any doh the teadier gives you. 

101 Sing to laa the /a A and the fah^ 
to any doA the teacher gives. 

102 Sing A in the thin register of 
your voice,— in the thick register. 

103 In the key of C what are the 
Sol-fa names of your three principal 
optional tones ?— in the key of G ?— in 
the key of D ?— in the key of A ? 

104 Sing to koo Ex. 104 with your 
thin raster in key D. 

105 Taatai wifli accent a four-pulse 
measure, at the rate of M. 60 from 
memory,— at the rate of M. 120,— at the 
rate of M. 90. 

106 Taatai with accent eight four- 
pulse measures, sustaining the rate of 
M. 60,— the rate of M. 90. 

107 Taatai from memory any one of 
the Exs. 105 to 107 chosen by the ex- 
aminer Jbhe 1st measure being named. 

106 Taatai the upper part of any 
one of the Exs. 113, 116, or 120, chosen 
by the examiner. 



109 Taatai in tune the tipper part of 
any one of the Exs. Ill, 112, 114, 116, 
117, 118, or 119 chosen by the examiner. 

110 Bedte in correct time any two 
of the recitations in the words to Ex. 
86 chosen by the examiner. 

111 Show examples of the new con* 
fionances introducea at this step. 

112 Ditto of the semi-dissonance. 

113 Ditto of the new prepared dis- 
sonances. 

114 Ditto of fah against aoh unpre- 
pared. 

115 Shew an example of similar 
motion between parts, — of contrary 
motion, — of oblique motion. 

116 Shew an example of ihythmio 
imitation,— of melodic imitation, — of 
harmonic sequence. 

117 Follow the examiner's pointix^ 
in a new voluntary containing all the 
tones of the common scale but no dij£- 
culties of time greater than those of 
the second st^. 

118 Point and sol-faa on the modu- 
lator from memory any one of the 
following seven exercises, 97, 98, 99, 
100; 103, 111, 112, chosen by the ex- 
aminer. 

119 Write from memory any other 
of these seven exercises chosen by the 
examiner. 

120 Tell which is Za^,- which is /aft, 
as directed, page 25, question 56. 

121 Tell what tone of all the scale 
is akaay as at page 25, question 57. 

122 Taatai any rhythm of two four- 
pulse measures belonging to this step, 
whidi the examiner shall laa to you, 
see page 25, question 58. 

123 Taatai-in-tune any rhythm of 
two four-pulse measures belonging to 
this step, which the examiner sol-iaa» 
to you, see page 25, question 59. 
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POTTETH STEP. 

To perform Exercises for Strengthening the Cheats securing Furity of Tone, and perfect Blending of 
^* Farts." To know by ear the Chords of the Sttbdominant, Dominant- Seventh, Supertonic, Leading-tone, 
Submediant, and Mediant in the Major Mode. To observe Cadences, To remember tJhe structure of the Scale 
in its conjunct intervals. To perceive Transition to the First Sharp and the First Flat Keys, its mechanism 
and its mental effect. To perceive Chromatic Resolution. To distinguish Cadence, Fassing, and Extended Tran- 
sition, To Fitch Tunes. To learn correct Recitation, with special regard to the consonants. To learn the art 
of Chanting. To become familiar with the silent quarter-pulse and the sounding thirds of a pulse. To learn 
the art of Beating Time. To strengthen the Thin Register in Men, To recognise and strengthen the Thick 
Eegister in Women, To Blend the Registers, To understand Fart-pulse Dissonances. To observe various 
points of Musical Form, 



Ex, 121. Chest and Klano. These exercises 
are now united. The lower part is to be sung as 
a chest exercise, always to the word "skaa-laa," 
and on one breath. When taken at the rate of 
M. 50 the pupil will have to economise his breath 
for 20 seconds. Those who sing the upper part 
may take breath at the places marked. They 
must deliver the first measure very softly (^ppj, 
the second measure softly fpj, the third measure 
with a medium force of voice fmj, and the fourth 
measure with full force of voice ffj. As soon as 
che exercise is thus sung, the singers must change 
parts for the sake of rest and variety, and this 
is reckoned one performance of the exercise. 
Let the exercise be performed thus : ^rst time 
in key C, the upper voices "slurring" each measure 
to the forward Italian " laa," at the rate of M. 60. 
Second time, the same in key D. The teacher will 
pass from key to key as directed, p. 33. Third 
time, in key C#, the upper voices singing to the 



staccato **koo," at M. 50. Fourth time, the same 
in key DJ. Fifth time, in key D, the upper voices 
laa-ing as above, at M. 60. Laa-ing is used here 
as a rest before the last effort. Sixth time, in key 
E, the upper voices sol-feudng, at M. 70. Sol-feiaing 
is used here to make sure of correctness of tune 
in the highest tones. The teacher will be careful 
not to cany the voices any higher than is here 
indicated, for, especially in an exercise with in- 
creasing force, he may cause the first or thick register 
of men to be strained, and unfit l^em for chang* 
ing the register on the optional tones. It is 
remarkable that the woman's voice changes into 
the small register just where, an octave lower, the 
man's voice changes into the thin register. But 
women do not commonly use optional tones below 
the G'. . Their voices, however, require equal care 
to avoid straining. Basses may use this thin 
register for d' in keys DJf, D, and E. 



KEYS C, D, C% DJf, D, E. Chest and Klang Exercise. M. 70, 60, and 50. 
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Ex. 122. Tuning Exercise. To be used with 
the same processes as described at p. 14, except that 
KEY Xi. Tuning Exercise for three equal voices. 



the parts cannot be changed. "Exs. 123 to 126 are 
to be employed in the same way, without words. 
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The Chord Fah.— The tones f, 1, and d sung together 
form the chord of Fah. This chord considered 
separately and in itself is exactly the same as the 
chords D and S. But when placed in relation 

St. Co. (NetoJ. 



with those chords, — that is, when starting from the 
fiftti below the first or leading chord D, just as the 
chord S starts from the fifth above, — ^it obtains a 
distinct mental effect. See p. 20. In Ex. 1 23 there 
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■are two cases of F in its « position. Let the exercise 
be softly laad, F being dwelt upon longer than its 
proper time, and let the pupils decide its mental 
•effect. If D is called the Resting chord and S the 
Moving chord, F may perhaps be called the Serious 
<;hord. When D is called the Tonic and S the 
Dominant, F is called the Subdominant. It is 
much used before these chords in the Tonic close or 
cadence. See Ex. 123. It is also much used in its 
h position. See Exs. 124, 125, and 126. 

The Chord Seven-Soh. — When i intrudes as a 
Assonance into the chord of Soh, the chord thus 
modified is called Seven-Sohy and written ^S. The 
figure 7 is used because the f commonly occurs at the 
interval of a seventh above the s ; but it may occur 
at the interval of a second beneath the s. There 
is often an additional octave (making a fourteenth 
or a ninth) between the dissonance f and its resist- 
ing tone 8. When this is the case the dissonant 
■effect is very slight. The dissonant t follows, both 
in its preparation and resolution, the rules named 
in the paragraph "f a^^ainst 8," page 36. Let the 
pupils softly laa agam Ex. 123, lingering and 
ustening on ^S and its resolution. 

Ambiguity of Chords. — Observe that there is 
nothing in the structure and intervals of the first 
phrase of Ex. 123 to prevent the ear interpreting 
the chords as : S | S : D | S. But according to 
the principle named at page 20, the ear naturally 
prefers to regard the first chord which rules it as a 
principal chord, and has, therefore, no difficulty in 
interpreting the first phrase as : D | D : F | D. 
Except for this pre-occupation of the ear by the 
first chord which is emphatically struck, D, S, and 
F are ambiguous. But there is no ambiguity in 
' S. It cannot be mistaken for any other chord. It 
decides the key with an absolute certainty which S 
does not- possess. 

Major, Minor, and Diminished Chords. — The 
chords hitherto described have a major or larger 
third at the bottom. Chords of this kind are by 
far the most acceptable to the ear. Their tones 
have a perfect agreement in every respect — a full 
sonorousness. But for contrast and for variety of 
mental effect, chords which have a lesser or minor 
third at the bottom are necessary. The minor 
chords of the scale are E, L, and M. Let the pupil 
pointthem out upon the modulator. They are ^Uid 
of donbled-lhirds, even in the b position, p. 27. Far 
less sonorous than «ven the minor chords is the 
chord Tey for it has an imperfect or diminished fifth. 
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The Grave Ray. — ^When the tone r is required to 
tune with f (as m tunes with 8, and 1 wita d'), 
and when it is required to tune with 1 (as d tunes 
with 8, and f with d'), the ear of singers, and of 
quartet players on stnnged instruments, naturally 
seeks to produce the r a little lower than when it is 
required to tune with 8 and t. When we wish to 
distinguish this lower or "grave'* form of r from 
its commoner form we call it Rah^ — to make it cor- 
respond, in its vowel sound, with Fah and Lak, 
The interval between rah and ray is called a komma. 
General Thompson, who first drew attention to this 
point in his " Just Intonation," says that in the 
chord 'S the acute form of ray is used because it 
is more important that it should agree with the root 
and third of a chord than with the dissonant 
seventh. His "Enharmonic Organ" proves this. 

The Chord Bay, r, f, 1, (more properly called 
Rah) is the most used of the minor chords. It fre- 
quently occurs in its a position when the bass moves 

thus — I r :8, |d II But it is most commonly found 
in its b position. See Ex. 124. Let the pupils laa 
this exercise, dwelling on Rd, and listening to it. 
When F is called the *' Serious " chord, R, from its 
similarity of effect, especially in its b position, is 
called the semi-serious chord. 

The Chord Te, t„ r, f.— The root and fifth of this 
chord form the '* Partial-dissonance" described at 
page 36, and follow the rule of "Resolution" there 
described. This chord is much used as a " Substitu- 
tional Chord " for 'S. In many places in which there 
is not room for ^S, or where ^S does not allow so 
pleasant a melodic flow in the parts, this much 
weaker chord is substituted. It is chiefly used in its h 
position,whichisless harsh than the aposition. Listen 
well to Ti in Ex. 125. See Ta in Ex. 126. T, in its 
relation to S and'^S, is called the weak moving chord. 

The Chord Lah, 1„ d, m, has its chief use in the 
minor mode, which will be described in the next step. 
Apart from this, it is used almost exclusively in its 
a position, U being seldom seen, and Tjc never. 
La is used, interchangeably with ¥b, when the tone 
1 is wanted in the bass, and when a minor chord is 
required to set off the clearer sonorousness of the 
major. Let Ex. 126 be laad and the L dwelt upon. 
Notice that S can resolve into L, as can also ^S and 
T, — for special effect. L, from its proper mental 
effect, is called the sorrowful chord. 

The Chord M, m, 8, t, though in itself as good as 
an^ other minor chord, for some reason not yet suf- 
ficiently explained is rarely used in Modem Music. 
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Perhaps the mental effect of its fifth contradiots 
too strongly the mental effects of its root and third. 
The tone / in ^S also contradicts the mental effect 
of the rest of the chord, but it is a decided disson- 
ance, and is easily resolved downwards. M is 
called the wtmeamngi chord. 

The Chord HI has, in it, the dissonance d against 
r with which we are already familiar in the less-used 
chord *S, See pp. 21, 27. The disionating d is 
prepared and resolved in the same way, in this 
chord also. "^Rb is much used in closes, as a '* sub- 
stitutional chord ** for F. Listen to it in Ex. 126. 

For faller explanations of the habits of these 
chords, reference should be made to "'Vhe Common- 
places of Music " and " How to observe Harmony." 
We can only attempt here to awaken such an inter- 
est in the subject, as will lead the singer to further 
study. A thorough knowledge of the nature and 
meaning of the music he sings, both heightens the 
pleasure of the singer, and gives him confidence in 
striking his tones. This intelliffmt singing is what 
we are most aimous to promote. 

The Mental Xffeots of Chords are much governed 
by the natural effect of that tone which is heard in 
the bass, especially if it is doubled. But the chief 
source of mental e£B3ct in a chord is its root. It 
follows therefore that the clearest mental effect of 
a chord is that which it gives in its a position. 
It then best developes the proper mental effect of 
its root. This should be shown by experiment. 

Ex. li^* KBY 0. Tuning Exercise, as above. 
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'Be hold-how gpod>and how | pleasant it 
IS — I 'For brethren-to dwell *to 1 gether in 
u ni ty — 

As the I dew of Hermon — | And-os-the 
dew-that^ scended-i^ on 'the | moun — tains 
of Zion — 

. 'For there-the Lord 'com | manded the 
blessing — || Ev en | life for ev er more — 

. 'The grace-of-our Lord — 
Christ — II Be — | with you all 
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Ex. Id4« KBY A. Tuning Exercise, as above^ 
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'The Lord — | bless — thee — || And — 
I keep thee — 

. 'The Lord make-his fEUsa . | shine up* 
on-thee — || And be | gra. clous un to thee — • 

. 'The Lord-lift up-his counte nance^up' 
I on — thee — jj and — | give — thee — peace — 

Ex. 125. KEY A. Tuning Exercise, as above. 
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Ho every one-that thirsteth 'como|ye to- the 
waters — 1| . And he-that hath-no money . 
J come ye buy and eat — |i . Yea come 
buy I wine and milk — || without — | money 
and-with out — price — 

. . Wherefore do-ye spend money 'for 
that-which | is not bread — jj . and-your 
labour for | that which satis fieth not — || 
. . Hearken diligently unto me 'and eat-ye 
I that-which is good — jj 'and let-your soul 
'de I light it self in fatness — 

. 'Iii cHne-your ear 'and j-come unto me — j 
Hear — I and your soul shall live — j 
Seek-ye-the • Lord . while-He | may bo founc 
— II Call yo-up|on Him while He-is near — 

Ex. 1S6. KEY A. Tuning Exercise, as before. 
/7k /^ 
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Now unto I him-that is able — || 
do-exceeding-A bundaitt ly 'a l>ove | ail-that we: 
ask or tlunk — 

. 'Ac cording to-the poww 'that | worketh 
in us — Jl . 'unto him-be glory-in-the 
church . I by Christ Je — sua — 

Thbough — I out all aoeb — n world-with 
I out I end — A — men — 
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£i 1S7. Name, pulso ^y pulae, the chorda ^th 
their positions and constitutiona, of Exs 122 to 126. 
Cadenaoi.— It h&s already- been noticed (p. 9) 
that mnaic □aturallj' divides itaolf into short portions 
or phrases. No one can aing over a tune without 
also observing that aeveral such phrases togetliBr 
naturally form a larger divison of the melody, and 
that these larecr divisions cloae in such a manner 
as conveys to the mind with more or less complete- 
ness, a feeling of rest. These resting -points in a I 
tune are called cadences. The teacher can eol-foa 
several melodies, and ask his pupils to hold up their 
hands, or make some other signal, when he comes to 
the natural points of rest. These cadences cut the 
tune into larger portions which we call Sectiom. 
lliese Sections correspond with lines in poetry. 
When harmony is added to melody, the cadences 
ltec<ime more marked and deciiive, and the chords 
move towards these points of rest in a very clear and 
marhed manner. Properly speaking a cadence in 
harmony conusts of the two last chords, but other 
chorda approaching such a cadence are very care- 
fijly marshalled. The principal cadence is that of 
the Tonic. listen to it in its various ap proacbos 
in both cadences of Ex. 86, and 123, and m the se- 
cond cadence of Eis. 8S, 121, 12a, and 126. Notice 
that the chords P, 8, D, contain all the tones of the 
scale, so that when these three chords proceed to a 
cadence it is as though the whole scale wore aum- 
monod to do homage to its Tonic. Among these 
Tonic cadences however is one in which the Dom- 
inant (8J is ocDittad, and there ia nothing but the 
progr^ion of lie Bub-dominojit (F) to the Tonic. 
This is called a plagal cadence. It produces a, very 
solemn effect when the key is well cstabliabod in the 
ear. SeeEz.lSS. Thecadonconeitinimportauce 
to the Tonic is that on the Dominant. Listen to it 
with its various approaches in Eis.SS, 121, and 12S. 
This cadence is felt to be one of expectancy as well 
as of rest. The only other cadence to be here 
noticed is that on L, just where from the common 
habits of cadenccH S would be eipeoted. This we 
call tho Surprise cadence. Listen to it in Ex, 126. 
C Foiitiani, — The c position (p, 26) of chords is 
chicfy used in Dc, as the third-last chord of a 
cadence. See Eis, 86, and 1 24. There ia this great 
peculiarity about the third pontion of D, that it 
uaserts the key very strongly, for wh£o the chord 
its^ is IJie Tonic, the Dominant of the key is 
allowedtbecmpliasis and importance which belongs 
to the 1^ tone of a chord. When l^e cadence 



moves thus, F, Dc, 8, D, it is as though the mnsi* 
in cximing to a close swung like a pendulum fron 
Bub-dominant to Dominant, passing through tke 
pointof rest — the Tonic — to which it finally returns. 
The cpoaition of chorda ia in its ownaature unaon- 
oroua and partially dissonant, the earis not satisfied 
that any other chords should uae it eicopt those On 
tho Tonic, Dominant, and Sub- dominant, It com- 
ifionly has some apology in the melodic motion of 
the basa. It ia either " pasaing," or "continuing," 
or " acconied and moving atopwise." 

Conititiition of 'S and Minor Chords. — (Compare 
p, 27,) Differing from consonant major chords, '8 
allows its third to be omitted, because by tho help 
of ita seventh, there atill remains a tWrd in the 
chord. Minor chorda also differ from major chorda 
in allowing f^oir third to he doubled in the i posi- 
tion, because as the minor chords are in thomselves 
somewhat harsh and unsonorous, additional sweet- 
ness improves them. 

The Steps of the Bcale.^We have now loamt the 
complete -trnnmon icali of mtate, and have seen that 
those seven pieuliarly rilalid lonea produce certmn 
effects on the mind iy virtut of that relationship. 
We have seen also that these mental effects repeat 
themaelvea in " Replicates " or Octaves. 

Tlie pupils ahonld no w be led to ohECrve the Steps, 
from one tone to tho neit, of this scale. The 
teacher may laa the scale and ask bis pupils to tell 
W ear where the tones lie closest to caeh other. 
They will quickly see that the two Litth S'epi, 
are between m f and t, d. They will not be able to 
perceivo by ear bnt they may be told, ae a mathe- 
matical and musical trutb, that there is a difference 
among the other steps of the scale, — that the three 
Gnatsi- Steps are between d r, f S and 1 1, and that 
the two Smaller Siepi aw lietween r m and s L 
The difference between ray androA called a komma, is 
the difference between a greater and a, smaller step. 
The scale may therefore be described as consisting 
of two little stopa, separated one way by a coupU 
of stops, and the other way by a triplet of steps. 
One little step hasa"nmjorthird" (couple of atepa) 
above it,andtiieDtiier has what is called a "Irltone 
(triplet of steps) above it. Doh may be defined aa 
that tone of the scale which stands on a litde stop 
with two steps and a little step above. The great 
characteristics of d are, first, that one little step 
Itadi up to it, and second, that tho other little st^ 
leadi down to ita third above. Trom t, up to f we 
have B major thii-d with little steps above and below 
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it. From f up to t we have the peculiar interval 
called a tritone. 

Thus t and f become the most marked character- 
istic tones of the scale. From their mental effects 
t may be called the sJMrp tone of the scale, and f 
the^^ tone of the scale. We shall presenUy see 
how the whole aspect of the scale changes whenever 
f is changed into a t or t into at It may be worth 
notice that the interval from t, to f is slightly great- 
er than the true Tritone from f to t. Both contain 
a major third, but one has,in addition, to a major third 
two little steps, and the other one greater step,^ 
and two Httle steps are larp^er than one greater step. 

Perception of Transition. — Transition is the 
** passing over " of the music from one key into 
another. Sometimes, in the course of a tune, the 
music seems to have elected a new governing or key. 
tone ; and the tones gather, for a time, aroimd this 
new key-tone in the same relationship and order as 
around the first. For this purpose one or more new 
tones are commonly required, and the tones, which 
do not change their absolute pitch, chaage, never- 
theless, their '< mental effect " with the change of 
key-relationship. To those who have studied the 
mentsd effect of each tone, the study of <* transition " 
becomes very interesting. At the call of some 
single new tone characteristically heard as it enters 
the music, the other sounds are seen to acknowledge 
their new ruler, and, suddenly assuming the new 
offices he requires, to minister in their places around 
him. 

The musical facty thus dogmatically stated, may 
be set before the minds of pupils in some such 
such way as the following : — 

"Listen to me while I sing to you a tune, I 
shall * figure * the first line, and you will tell mo 
what tone that is on which l^e figure * eight ' falls. 
The tune begins on 8. "What is * eight ? ' " Teacher 
fiing« to figures as below : — 



XBY F. 

8 Is 



: f |n : r 



1. 



2. 3. 



4. 5. 



6. 



1 

7. 



s 

8. 



" Yes, the * eight ' was 8. What is the mental 
effect of 8 ? " The grand or clear note. " Can you 
tell by your ears, the difference between 8 and d ? 
Which gives the fullest feeling of repose, — is the 
stronger resting tone ?** d. I will sing the second 
line of the tune. Tell me the effect on your minds 
of the tone which now faXia to the syllable ^ eight.' " 
Teacher sings as follows : — 
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: s 
1. 



2. 



3. 



II 
4. 



: 8 

5. 



8 : f e 1 8 



6. 



7. 



8. 



"Was that s — ^the grand, clear trumpet -tono, or 
d the firm, final resting-tone P . . Listen again, 
whUe I sing both lines, and you compare the two 
* eights.' " Teacher sings. " What was the <Hffer- 
ence between them ? . . Yes, the first was s and 
the second sounded more like d. And yet, let me 
tell you, the two sounds were exactly the same in 
pitch. How came the second * eight * to produce 
so different an effect on our minds ? What made 
it so much a tone of rest and conclusiveness P . . 
Let us take the Modulator, and you shall sol-faa the 
two lines you have heard as I point to them." The 
teacher points while the pupils sing, but gives the 
f of the original key where the accidental occurs. 
Thus:— 



\- 



8 



II 



8 



8 



f Is 



" Was that as before ? " No. " But try it thus 
again. . . Did the s soimd like d then P Was 
it any way different from the other 8?" No. 
" Then what do we want to make 8 sound like d?" 
A new tone instead of f. " Very well. Then we 
will call the new sound fe, and sing it properly. 
They sol-faa it from the centre column of the Modu- 
lator. ** You feel that you have passed over into 
a new key." 

The same musical fact, in another transition, may 
be shewn thus : — 

" I will figure two lines. Tell me what is the 
mental effect of the first nine and of the second 
nine ? Each line begins on d. What is nine P " 
The teacher figures without the modulator — 
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The first nine had strongly the effect of f ; the 
second had the repose of d. " Yes, but they are 
both exactly the same tone in absolute pitch! 
What has altered the mental effect of the second P " 
You introduced a new tone instead of t|. " Yes, it 
was the new tone which changed the effect of f. 
Then let us caU that new tone tau (spelt ta) and 
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sol-faa these two lines from the modulator." They 
sol-faa. *' You feel that we have, as before, passed 
over into a new key, but into a different new key." 

Disting^hing tones of transition. — When tran- 
sition is made by means of a new tone instead of 
t, the mental efifect of the new tone is felt to be in 
contrast with that of the tone blotted out. The 
desolate tone is changed for a piercing tone, and 
the JUU tone of the old key is tlm>wn out to make 
room for the s?iarp tone of the new. We therefore 
call fo the sharp distinguishing tone. When tran- 
sition is made by the introduction of another tone 
instead of t, it is felt that the sharp piercing tone 
of the old key has been exchanged for the flat 
desolate tone of the new key. Taw is therefore 
called the flat distinguishing tone. The teacher 
will know how to make this evident to the ear of 
the pupil. 

Melodic tendency to transition. — Let the pupils 
laa (not sol-faa) from the modulator such a passage 
as this : — 



II 
li 



X£Y D. 

d : n.f 1 8 : d^ 



- II :- 



t.l:8 It. 1:8 



8 r — I f ; — I s 



t 



and they will feel that the f sounds unnatnial. It 
is more natural to sing a sound which is "tmder- 
leading-toue to 8, as t, is to d, a sound which we 
should call fo. Let them sing it again, nsing fe, 
and they will feel that the mental effect of t 1 s 
has become that of m r d. The reason is that our 
ears are so much accustomed to the ttoo full ** steps " 
m r and r d leading down to a key-tone, that 
whenever they perceive similar intervals accented 
in a similar manner they prefer to interpret them 
as m r d. 

Try the only other interval of two full steps in 
the scale, 1 s f; and you will find the same habit of 
ear, the same tendency of mind to interpret this 
interval as m r d. Deal with this example as with 
the other. 

KEY D. 
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Here t is felt to be the unnatural tone. Toa 
want an " over-leading tone" to 1, as f is to SL 
The ear naturally interprets the constantly repeated 
f 8 1 as d r m, and desires to make the last three 
tones m f m. Indeed it may be noticed that the 
'^ tritone," as a melodic progression (with its three 
long steps) is not loved by the ear, and that the 
lower part of the scale is much preferred to tiie 
upper. 

A^jaeont keys in transition. — Such transitions 
as have just been studied are called transitions of 
one remove, because onlyone change is made in 
the pitch tones used. When 8 becomes d the 
music is said to go into the first sharp kty. When 
f becomes d we say that a transition is made into 
the first flat key. Eighty per cent, of all the 
transitions of music are to one or the other of these 
two keys, and of them the first sharp key is the 
one chiefly used in ** principal transition," or tran- 
sition from the principal key of the music. The 
relation of these two adjacent keys should be very 
clearly under^itood by the pupil, and he should be . 
led to notice how the pitch tones change their 
mental effect. This may be proximately described 
by the table below. 

Piercing t becomes Calm 

Sorrowful 1 „ Housing 

Grand 8 „ Strong 

Desolate f is changed for Piercins^ 

Calm m becomes Sorrowful 1. 

Housing r „ Grand 8. 

Strong d „ Desolate f. 

If the teacher has a black-board, it will be well 

for lum to let his pupils construct the new key by 

the side of the old one in some such way as ttiis:— 

"* I have drawn the scale [as at sidel 

and you will see that I have observed 

carefully the shorter distances between 

m f and t dK Let us suppose that our 

s is changed into d. To represent 

this I write d on the right of 8. 

What change now takes place in the 

mental effect of s?" » » "In that 

case what will 1 become, and what 

will be the change of mental effect?" 

« « '< What will t become, and how 

will it change its effect?" « « 

"What of m?" » » "What of 

r?" » ^ "What of d?" » » 

" What becomes of f ? Is there a 

Step or a Little Step between d and 

the tone below it?" * . "What 
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ia there between ■ and f F " ^ , " Tliea f is not 
Dear eDouglt to the nev d to form a proper ' laiming 
tone.' We theiofore baoitih f from tiie new key, 
and use b instead. Thia is Uie principal change 
of mental effect which occurs. How will you 
dcBcribe it ?" Again the teacher may say " Let us 
suppose that f haa become a new d. I will write 
d on the loft hand of f What shall I write on the 
left hand of m ?-r P— d ?— s?— 1 P What becomes 
oft?" « , " Yes, the new flat tone ia put in its 

Betumin^ Trauition. — As a rule all tunes go 
back if^ain to their principal key, but the returning 
transition is not always taken in so marked a 
manner as the principal transition, became the 
principal key has already a hold on the mind, and 
the ear easily accepts the slightest hint of a return 
to it. Commonly also it U in the principal tmasi- 
tion that the composer wishes to produce Ma effect, 
and in which he therefore makes his chords 
-decisive, and his distinguishing tones emphatic. 
It is not always so, however, ^d in hymn-tunua 
the returning transition is often as beautiful and 
effectiie as the pnncipal tranattjon. Let it be 
carefully noticed that Qie return to the original 
key is the same thing in its nature aa going to 
the first flat key, so that a study of the mu'nal 
relation of these two keys ia the groundwork 
of all studies of transition. Tor convenience 
of memory it is wfJl for the student to draw 
a diagnun of a principal key with its first 

. sharp and first flat Iteya, and 10 

learn by rote the relaticna of their 
notos. Thus lot him say aloud 



il; n 



> t. f d ; 



be ictcTcsting to mention that in 
passing to the first sharp key, the new 
t requires the old 1 lo be raised a 
komma to make it into a new r. If 
it were necessary, this fornt of the 
tone might be called Lag, 

HotsUon Of Iraniitios. — ToDic 
Sol-fa pupils always prefer that their 
notes should correspond wiih the 
mental effects of Uie tones they 
represent. We therefore adopt the 
plan of giving; to some tone closely 
roeceding the distdngoishing tone, a doubU naint. 
We call it by its name in the old key as well as by 
tiiat i^ch it asaumes in the new, pronouncing (he 

St. Co. (Ntvi.J 



old name sHghtiy and the now name empluticBUy, 
thus M'Z'ih, S'Saj/, D'Fak, &c. These we call 
bridgt-tonts, and write them thus — n] tj- df. 
We call this tkt bitter aay of indicating tranmtion. 
But when the trauMtion ia very brief we write the 
new t as fe, and the new f aa to. The teacher will 
point on the modulutor and teach by patten such 



Id 


;n 1 


:di |<d :ti Id 


0. Id 


:n |i 


■.i> l< :fa|i 


.«a|d 


:n 1 


;4i!lf :n |r 


or Id 


■.n la 


:d' |t» ;i 1. 



making the pupils sol'faa in both ways. Occasion- 
ally the transition ia taken as in Ex. 129 and 123 
on a bridge-tone which ia not common lo the 
two keys. In these caaoa wo write the "better" 
notation of transition thus : — 

If : tet. Id or It : Uf In 

Signature of Trnasition. — The signature of the 
new key is placed over every transition when 
written according to theljetter method. If it is a 
eharp key (i.e. to the right on the modulator) the 
new tonca are named on tkt right of the key name, 
thus, A. t, or (if two remoTes) A. t. m. 
If it is a Oat key (>.«. to the left on the modulator) 
the new tones are placed to tli$ left, thus, 
f. B7., or d.f. B?., and so on. By this the 
singer knows that he has a new f or a new t to 
expect. More distant removes would have their 
two or three other distinguishin"; notes similarly 
placed. 

Mental affbcts of TraniitiDn. — The most marked 
effects of transition arise from the distinguishing 
tones which arc used. Transition to the &A sharp 
key naturally expresses eicitement and elevation ; 
that to the fii«t flat key deprcaaion and aeriousneaa. 

Mtuioal Signi. — It is not advisable to uao manual 
signs in teaching transition, because they are apt 
to distract attention from the modulator with its 
beautiful "trinity of keys." Tho greateat effort 
should be made to flx the three keys of the modu- 
lator in the mind's eye. But if, on occasion, it ia 
wished lo indicate transition by manual signs, the 



close under it, making the sign proper to the n 
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key, then withdrawing his right hand, let him 
proceed to signal the music with his left. He can 
use the reverse process in the flat transition. Signs 
could easily he invented for fe, ta, etc., hut wo do 
not advise their use. 

Chromatic Effects. — The ear forms such a hahit 
of expecting t to move to d' and f to move to m, 
especially in cadences and other phrases meant to 
decide the key, that a new eflfect arises when the 
ear is disappointed of its expected gratification. 
This is markedly the case when a new t or a new f 
threaten to decide for us a new key. Some of the 

Ex. 127*. KEY E. Effect of the new t. 



most startling and a few of the most heautifal 
eflfects of modem music are thus ohtained. See 
more on "Chromatic Resolution of Chords" in 
" How to Observe Harmony." 

Such exercises as the following should he care- 
fully taught by pattern from the modulator. Let 
them be first sol-faad and afterwards laad, the 
voices lingering on the distinguishing tone. But 
let the voices carefully mark the resolution (or 
** progression") of that tone, bocause on the reso- 
lution it depends whether the eflfect will he transi- 
tional or chromatic. 



n 
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Ex. 128. KEY A. 
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Ex. 120. KEY E!?. Eflfect of fe chromatic. 
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Ex. 130. KEY Bl7. Eflfect of the new f. 
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E?. 131. KEY F. 
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Ex. 132. 
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Eflfect of ta chromatic. 
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Cadence Transition. — The commonest form of 
transition to the first sharp key is that in which it 
gives life and beauty to a cadence. See Exs. 133, 
and 134. When a transition does not begin before 
the second-last measure of a line, and does not con- 
tinue beyond the cadence, wo call it cadence-tran- 
sition. The fla-st Jiat key is seldom used thus, but 

LO] 

Finnly, 

n : d 

all man - 
d : Pi| 

,2. eruard our shores from 



ri S| dt 

see Ex. 141. We write cadence-transition in what 
may be called the " improper " manner — that is 
with fe or ta. 

The Cadential Movement of the Bass.— | d : r | s, 
or {r :r |S| soimds like |f :8 |dor |s :8 |dof the 
first sharp key, and suggests transition to the 
mind even without the fe. 



Ex. 133. KEY A. 
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peace our 
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bless; 
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: 8 


f :r 


n 
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f :n 


r : t( 


r : s 


f :r 
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HEAR US 

r : t| 

pros - p*rou8 


FOR 

d 

times 


OUR 
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NA - TIVB 

li .t| : d 


LAND, — The 
t| :si 

crown. Our 


land we 

FIELDS WITH 


love the 

f| :si.f, 


With 


cit - ies 


PLEN-TEOUS- 
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d 



most. 
Hi 

NESS. 



3 Unite us in the sacred love 

Of knowledge, truth, and Thee, 
And let our hUls and valleys shout 

ThB SONGS OF LIBERTY. 



4 Lord of the nations ! thus to Thee 
Our country we commend ; 
Be thou her refuge and her trust, 

Her EVERLASTING FRIEND ! 



PRAISE TO GOD. 



Ex. 134. KEY A. Joyfully, 



n :r 


d : n 


8 :f 


n : 


1. Praise to 

d : t| 


God! 

li :d 


let us 
t|.8|* l|.t| 


raise, 

d : 


2. Praise to 


him who 


made the 


Hght, 


d : t| 


1, :d 


f :n 


r : 


Of that 
ni :8| 


good- ness 

fi :li 


let us 

t|.r : d .1| 


sing, 

ti : 


Praise to 


him who 


form' d the 


ear: 







German Chorale, 


1| :ti 


d :r 


ti :li 


si : — 


From our 


hearts a 

Hi : f ei 


song of 

S| : f ei 


praise ; 

si : — 


Praise to 


him who 


gave us 


sight ; 


8 :f 


n : r 


d :t| 


d :- 


Whence our 

n : r 


lives and 

d :f, 


bless - ings 
81 : - .f| 


spring. 
Hi : — 


Will he 


not his 


chil - dren 


hear? 



3 Praise him for our hapjpy hours ; 
Praise him for our varied powers ; 
For these thoughts that rise above, 
For these hearts he made for love. 



4 Praise his mercy that did send 
Jesus far our guide and friend : 
Praise him every heart and voice, 
Him who icakes all worlds rejoice. 



Passing Transition. — The commonest form of the 
transition to the first flat key is that in which it 
makes a passing harmonic ornament, not in a 
cadence, but in tiie middle of a line or near the 
beginning. See Ex. 142, 144. 'The first sharp 
key is seldom used thus, but see Ex. 146, 147. 
We write Passing transition in the "improper" 
manner. 

Extended Transition is that which is carried 
beyond a cadence. The first sharp key is much 
used in this way in hymn-tunes, often occupying 
the second or the third lines, and sometimes the 
greater part of both. See Ex. 135, 136, 137, 140. 

St. Co. (New), 



The first ^«^ key is seldom thus employed in tunes 
which are in popular use. It is rare to find such 
an example of it as Handel gives in Ex. 143. 

The Exercise 8. ^All the early transitions, and all 
the more diificult transitions which follow, should 
be well taught from the modulator. If this is not 
done transition will become a confusion instead of 
a beauty and a pleasure to the learner. 

Missed Transitions. — ^If one "part" is silent 
while another changes key twice^ — when it enters, 
JoM bridge tones are given, thus '"d. The singer 
will tune himself by the other parts. 
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Ex. 136. KEY E. 



O SAVI0T7B, GO BESIDE US. 

Gently, M. 50. 



:d 


n : r |n : 1 

Sa - viour, go he - 

d :t| Id :f 

Shep-herd, go be - 
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In 
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H^her- 
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8 : f In : r 
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n : — 

go; 
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I- 
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B. t. 
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Id 


f. E. 
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f : n 1 r : r 
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And 


let no harm he - 

ta :d| 111 :si 


tide 

fi :- 


ut, 

l"l 


From 

:'.d 


ma - lice of the 

t| :d |f| : si 


foe, 

d :- 


1- 


With 


pas - tures green pro- 


vide 


us. 


And 


well- springs from the 


rock. 





3 O Master, stay beside us, 

Our hearts with wisdom store ; 
Be strength and grace supplied us, 
To grow for evermore. 



4 Father, go beside us, 

Till all our wand'rings end ; 
Let weal nor woe divide us 
From Tuee, our faithful Friend. 



LO! arsr shephebd's hand. 



Ex. 186. 

d : r 


KEY F. 

n : n 


f :n 


r : — 


C. t. 

"1 :t 


d' : r' 


n' : r' 


A, Stone. 

d' : — 


1. Lo! my 

d :t( 


Shep-herd's 

d :d 
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1, :d 
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Want sha,ll 

df :r 
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n :f 


more be 

s :f 


mine ; 
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2. When I 


faint with 


sum - mer*s 


heat. 


He shall 


lead my 


wea - ry 


feet 


f. F. 
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pas - turo 
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t( :s, 
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He Rhall 

n : r 
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d :f| 


hap - py 
S| : - .f, 


charge. 

n, : — 


To the 


streams that 


still and 


sloWf 


Through the 


ver - dant 


mea - dows 


flow. 



jl 



3 He my soul anew shall frame ; 
And his mercies to proclaim, 
When thro* devious paths I stray. 
Teach my steps the better way. 



4 Though the dreary vale I tread. 
By the shades of death overspread. 
There I walk from terror free, 
Still protected, Lojid, by thee. 



Words by Tapper, COUBAGE ! 

Ex. 137. KEY Bb. BoUly, M. 112. 



Music by A, L, C, 
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S| : - .S|| S(. : l(.t| 

Ban -' gers do not 

s, : - .f iJni : rj 
r : -.d|ti.d : r .n 

God, my guide, I'll 

t, :-.l||si :f|.n, 


d :- It. : 

dare me, 

d( :n, |8| : 


si : - .Si|l|.ti: d .r 

Ter - rorcido not 

fi :-.f||f( rni.r, 

F t. 

'n :-.tIt :t 

IMan - fdl-ly for 
3fS : -.8|S : f 


n : — |r 

scare me, 

d, :d It, 


f :- If : 

bear me 

r, :- |r : 


d' :- id 

ey - er. 

n :- Id 



id :-.t|r :d 

Trou ' ble*B dark-est 



1A :-.8.|f| 



Hi 



hour, 
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To 
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-.rln :f 



pow 
Hi 
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- II 



er, 
If. 



the Spec- tre's 

:-.t||d : 1| 

Up» my hearty and brace thee. 

While the perils &ce thee, 
In thyself encase thee ; 

Manfully for ever. ' ' 

Foes may nowl around me, 

Fears may hwat and hoimd me, — 
Shall their yells confound me ? 

Never, never, never ! 



VOUBTB 8TBP« 



n 

Shall 

d 



ti.t 

Never, 



•r|f :n 

not make me 
•t,|ll :S| 



- If.f:- 



cow 

fl 



n.d : — 

never! 
S|.ni: — 



never, 

— Isi.s,: — 

Constant, calm, un&aring,. 

Boldly persevering. 
In good conscience steering 

Manfiilly for ever. 
Winds and waves defying 

And on God relying. 
Shall he find me flying ? 

Never, never, never ! 
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TSx. 188. Let this be practised until each at/liable {A - and men) can be taken with one breath. 
KEY C. M. 89. G. t. Maimer, 
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O LITTLE CHILD, LIE STILL. 

Words from the " Lamp of Love." 
So/tli/. M. 96. 
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£x. 140. KEY G. 



BLEST BE THE H0T7B. 
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1. Blest 
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3 And while remembrance, lingering still. 
Draws joy from sorrowing hours, 
New prospects rise, new pleasures fill 
The soul's capacious powers. 



d :- 

here. 
Hi .— 

found. 

4 Their Father fans their generous flame, 
And looks complacent down ; 
The smile that owns their filial claim 

Is THEIB IMMOBTAL CBOWN. 
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Ex. 141. KEY C. 
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M. 68. THBOTTGH THE DAY. 
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Ex. 143. KEY F. 
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t,n : 8 .f : n 

Let his as - 

>id : n .r : d 

And, ev - er 


n : r : 


d 

bled 

d 

ful 


d' 


:t .1 :8 .f 


no - blest 

Hi .,fi: S| : si 


sem 

d : t| : 


saints u - 

n :f :n.r 


child - ren 


mind 


of 


his 


n : r : n 


li :t, 


:d 

mo - 

:n, 


d .,r : n : r 


d :- 

tongues. 

d : — 

good. 


• 

» ___ 

• 






nite llieir 

d : t| : d .Hi 


har 

fi :- 


ny of 

ii : 8| : 8| 


. 


word. He 
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«0'EB THE DARK WAVE OF GALILEE." 

Ex.144. KEY Bl^. M. 72. Words hj Bussell, 



n : r 


:d 

dark 

:n, 


t( :1, 


:8| 

of 

:n, 

hath 


1( 


l.O'er the 

d, :ri 

2. The wea 


wave 

fi :- 

bird 


Gal 

f| 
left 



twi 

f| :- 
to 



1| :- 

drear 

f, :- 

sought 



r 


1/ :t. 


light 


ga 

rei : sr 


his 


shel 



:t, 

1 - 

:s(.f, 



his 



d 

n, 
lair. 



:d 

thers 



:1 



ter'd 



t| 

fast, 
S| 

nestj 



— :t 



r : n : f 

De - scends the 

f I : Hi : ri 

And laid him 



fit 

d, 



I - 
S|.f, 



the 



n : d 



:n( 



down 











UXt JLi» %7m 


d :- 


• 


S| : 1| : tar 


lee 




The gloom of 


n, : — 


• 


nr : f 1 : si 


air, 




And sunk in - 


n : r 


:d 

the 


ti : li : 8r 


And on 


wa - ters 


d| :ri 


:ni 


fi :— :n( 


The wand -*ring 


beast hal^ 


r 


d : 


- :t| 


d :- :- 


ful 


ev 


- 'ning 


blast. 


f. 


n, : 


— :ri 


d, : - : - 


to 


wel 


come 


rest. 



3 Still, near the lake, with weary tread, 

Lingers a form of human kmd ; 
And, u-om his lone, unsheltered head, 
Flows the chill night-damp on the wind. 

4 Why seeks not he a home of rest ? 

" "\Vhy seeks not he the pillowed bed ? 



Beasts have their dens, the bird its nest ;• 
He hath not where to lay his head. 

5 Such was the lot he freely chose. 
To bless, to save, the human race ; 
And, through his poverty, there flows 
A rich, full stream of heavenly grace. 



I LOVE VY LOVE. 

Ex. 145. KEY C. M. 88, twice. Words by Charles Machay, 



8 : n : 8 1 1 : - : 8 

1. What is the mean - ino: 

n : d : n If : - : n 

2. What is the msan - ing 
3.0 hap - py words I at 



8 

of 

n 

of 
Beau - 






f In :- :d' 

the song That 

r Id :- :n 

thy thought, O 
ty's feet We 



d' :t 



rings 

n : r 



:d' 

so 



maid - 



smg 



n 



I . - 



n 

clear 

Id : 

en fair 
them ere 



:d' 

and 

: n 

and 
our 






^» JU» C 

t :- 

loud, 

8 : - 

young ? 
prime; 



/ - 



^ • 



:t 

Thou 

: s.f 

There 
And 



d' : - : n I 8 



night 

n :- 



IS 

when 
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in • gale 

d Iti : 

such plea 
the ear 



- :t 

a- 

- ; s.f 

- sure 

- ly 



d> 

mid 

n ; 



• ^^ 



in 
sum 



: n 1 8 : - : n 

the copse, — Thou 

: d 1 1| : - : d 

thine eyes. Such 
mers pass, And 



n' : 


f« 


lark 

8 : 


1 


mu 
care 


•- 



n' I rJ : d' : t 



a - bove 

8 |f : n 



SIC on 
comes on 



thei 

: r 

thy^ 
withj 
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• ^ 



cloud? 

n 



• ^ 



tongue; 
Time, 



• ^ 



s : 81 

Up in 

What can 
joizi in 



I- : 
I- : 



the wal 

the 
the 




mean 
cho 



n 

says 

d : 

is 
be 



• ^ 



:s, 

nut 



ing 
rus 



d 

tree? 
Hi : ■ 

be? 
free— 



^ • 



n |n : 

thy song, 

S| Is, : 

such glo 
it ours. 



•• • -» 



I- : 
I- : 



: r 

thou 

:f| 

in 
f. C. 

:dg 



:i 



"I 



• __ 



joy 



on 
care's 



s : 


1 


love 




n . : 


f 







:ti Id :- :(f) 

ous thrushy 

:ri I Hi :- lim) 

thy face^ 
pite, 



des 



:s 11 

my love 

:n If 



To 

t 

be- 

r 



d» :- 

cause 

n :- 



:di 

I 



t :- 

know 



: djn| s : - 



:t 

My 

:f 



love 



• ^ 



n 



|rt :- 

loves 



- 8 



^ • ^ 



n 






me. 



- 1- 



d' :- :- I- 



: 8 

I 



8 :1 



love 

n :f 



: 8 

my; 



II : 

love 

If : 



t 

be- 



:r 



d» :- :dMt :- :8 

cause I know My 

n : - : d.pil s : - : s 



n' : 

love 



Fitehing Tunes. — ^By this time the pupil is 
probably possessed of a C tuning fork, but that 
should not prevent (it should rather promote) his 
constantly exercising himself to temember **one 
C " (C ) as Tecommecded p. 29. In patching the key 
F, it is useful to suppose your C s, and fall on 
your key-note thus, 8 m d. The pupil will not 
now find it necessary to run down to G, but will 
fall upon it at once from his C. E may be pitched 
by faOing to m, thus, Cd' g m - "d. A may be 
pitched by falling on 1, thus, C'd' 1 - »d. D may 
be pitched thus C'd' r* - ""d'. The key may be 
pitched a little higher (sharper] or a little lower 
(flatter) than any tone of tke '^standard scale of 
pitch," p. 29. The tones thus required are named 
** F sharp," " E flat," &c., and the sign I? is used 
for " flat," and Jf for "sharp." A fharp bears no 
relation to the tone below it and after which, for 
convemence, it is named, but its relation is to the 
the tone above it. To that tone it is an under- 
Httle-fitep, as t, to d. It is like the t, in transition, 
changed iioto fe. In order to strike it correctly we 
sing the tone above and then smoothly descend a 
little-step to it. A flat bears no relation to the 

St, Co. {New), 



- |r» :- :- 

loves 

- If :- :- 



d* :- :- I- :- 



»» 



me. 

n : - 



:- I- :- 



tone above it and after which it is named. It is an 
over-little- step (as f to m) to the tone below it. It 
is like the t, in transition, changed into ta. To 
pitch it correctiy in the cases of A 17, G t?, and Di7, 
we should sing the tone below and then rise to it 
a little step. But in the more commonly used keys 
of B t? and E I? it is easier and surer to pitch thus : — 
For B !? suppose your C to be 8 and sing s f - f d. 
For E t^, suppose it to be 1 and rise stepwise to d', 
thus, C'l - t d'. 

Becitatios. — The art of reciting well on one tone 
is a very difScult but exceedingly beautifol one. A 
pure and exact enunciation, TnaTn'ng every word 
stand out vja it were in bright colours before you, 
is a wonderful charm even in common speech, but 
when one listens to the clear utterance of some 
^at singer, words seem like old friends arrayed 
in startliu^ beauty and inspired with new power. 
A good elocutionary recitation depends on the study 
and practice of the most suitable rhythms, emphases, 
and pauses for expressing well the meaning of the 
woros, and on a thorough mastery and careful 
practice of the articidations and vowels of speech. 
The emphasis of words belongs to elocuftion ra^thss. 
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than to singing. The choice of accent also, in 
-words set to music, belongs to the composer rather 
than to the performer. Varieties of rhjrthm the 
pupil will learn in the study of chanting. But 
the consonants and Yowels, the articulations and 
continuations of voice, are proper objects of the 
singer's study. Of these, the vowels or continua- 
tions are the more important to the singer, because 
on them alone can a good tone be prolonged, and 
every fault a man has in speaking vowels is greatly 
magnified the moment he begins to sing. But the 
vowels have already been practised to some extent 
in connexion with the voice exercises, and will be 
studied more fully in the next step. Besides, in 
first attracting the attention of the pupil to the 
action of his vocal organs it is easier to begin with 
the consonants. In preparing the scheme of exer- 
cises on consonants and vowels, the author has 
been greatly aided by old studies of Dr. Eush on 
the Voice, and by Mr. Melville Bell's "Visible 
Speech" and "Dictionary of Sounds." But his 
chief help has come from the generous and patient 
personal assistance of Mr. Alexander J. Ellis, author 
of "English Phonetics," "Early English Pro- 
nxmciation," and other works. 

An Articnlation is a joint. A joint implies in 
this case both a separation and a connexion of 
spoken sounds.. The ups may come into contact with 
one another, or tiie lip touch the upper teeth, or the 
tongue touch teeth or palate. There may be thus 
an absolute or nearly absolute stopping of the 
vowel sounds. And these points of separation are 
also made points of junction. They are joints or 
articulations. 

Qualities of articulation,'— Ji the student produces 
strongly P and B, without any distinct vowel 
following them, as in la-p, tu-b, he will soon notice 
that P 1ms a hard quality and gives nothing but 
breath ; that B has a softer quality and something 
of voice in it. In fact the larynx takes part in the 
act of articulation. The same differences may be 
easily noticed between the Tip-tongue articulations 
T as in pe^t, and D as in mai'd, and between the 
BaCk-tongue articulations K as in seek, and G as in 
ploff (iLe) . These we propose to call the two qualities 
of articulation, — ^the Breath quality, and the Voice 
quality. 

Modes of Articulation, — If the student pro- 
nounces carefully the lip-articulations P as in 
shce-Pf WH as in wh'ile, and with the use of the 
teeth F as in U-ffeJ, he will soon notice that in 



producing P the lips shut the passage of the breath; 
that in WH they give it a narrow central opening ; 
and that in F they oblige the breath to force its 
way through chinks on both sides of the point of 
junction. It is easy to notice the same difference 
of passage in producing the Tip-tongue articula- 
tions T (with shut passage) as in be-t, S (with 
central opening) as in la-ss, SH (central) as in la-shy 
and T H (with side openings) as in wra-th ; and in the 
Back -tongue articulation K (shut) as in la-kfej, and 
Mid-tongue Y (central) as in y-oung. Again, 
there is the trill or tremulous motion of the tip of 
the tongue for the rough B (written E') as in 
herring, — and a peculiar mode of articulation 
called nasal, in which the voice resounds within the 
nose, as for M, N, and NO-. These we propose to 
call the five Modes of articulation : shut, central, 
side, trilled, and nasal. 

Organs of Articulation. — ^The muscles of articu- 
lation reside chiefly in the lips and the tongue, for 
the teeth and the palate are comparatively station- 
ary. The work has to be done by the Lips, or by 
the Tip, the Middle or the Back of the tongue. 
We may call the Lips, the Tip, Middle, and Back 
of the tongue t?te four organs of articulation. 
These Organs, Modes, and Qualities produce the 
following :— 

The lip articulations, P, B, WH, W, and M, are 
easily understood. But it will be seen that in F 
and V the upper teeth act with the lower lips in 
making the articulation. 

The Tip-tongue articxdations, T, D, L, N, and 
the trillea E' are also quickly understood. For 
TH, DH it will be seen that the tip of the tongue 
acts against the teeth. S, Z, and SH, ZH require 
both the tip and middle of tiie tongue, the teeth 
and lips also usually acting. 8, Z use the ^ 
more decidedly than SH, ZH. The letters DH, ZH, 
are commonly used by elocutionists to represent the 
soft forms of TH,SH. 

The trilled E' occurs only before vowels. When not 
before a vowel, E is vocal and modifies the proceed- 
ing vowel, forming diphthongs. See pp. 143, 144. 

YH and Y require no explanation. 

OH and J are double articulations, or conflo- 
nantal diphthongs, and might be spelt TSH and 
DZH. Hence they are not included in the table. 

The Aspirate H is simply the sound of breath 
driven sharply through me open larynx. Its im- 
pulse comes £rom the muscular floor on which the 
lungs rest. See p. 96« 
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TABLE OF ENGLISH ARTICULATIONS.* 



SSUT. 
Breath. 

Voice 



MPS. 

Lips. 

P 

pea 

B 

bee 



Teeth. 



TIP-TONGUB. 

Palate. Mid-tongue. 

T ___ _ 

toe 

D __ _ 

doe 



BACK- 
TONGUE. 

K 

heen 

G 

gain 



CENTRAL, 

Breath. WH 
wheel 



S SH 
seal rush 



Voice. 



side: 

Breath. 
Voice. 

TRILLED, 
Voice. 

NASAL, 
Voice. 



W 

weal 



Z 

zeal 



ZH 

rouge 
(roozh) 



YH 

hew 
(yheu) 

Y 

you 



F 

feel 

V 

veal 



TH 

thin 

DH 

then 



M 



L 
lag 

N 



NG 

sung 



How to sing a consonant. — A study of the above table will 
shew how little there is in any of the consonants which can be 
sung. The breath articulations with shut posture, P, T, K, have 
positively no sound ; the hisses WH, F, TH, S, SH, YH, cannot 
be sung at all, and should be made as short as possible ; the buzzes 
W, V, DH, Z, ZH, Y, are very disagreeable when continued, 
^ although it is just possible to sing them ; the voice articulations 
with shut posture B, D, G, are far too smothered for singing ; and 
although L, R, M, N, and NG may be more or less murmured 
or hummed, they cannot be properly sung. In passing, however, 
from consonant to vowel and vowel to consonant, that is from 
one fixed position to another, the organs necessarily assume an end- 



less number of intermediate posi- 
tions, and voice being uttered during 
the time of this change, there results 
a varying sound, which may be called 
a Glide. This is not a glide in 
pitch, but in vowel qualities. The 
orgsms do not change much, and 
there is comparatively little glide 
between h and oo, but there is a 
great change in the organs, and 
therefore a considerable glide be-* 
tween b and ee, A similar dif- 
erence may be observed between 
the Glides k to at, and k to oa. 
It should be noticed that as long 
as any two sounds, for example 
m and ee, are kept separate, how- 
ever closely they are put together, 
there is no syllable. It is the 
glide which makes sounds into 
syllables. Indeed the only part 
of a consonantal eflFect which can 
be really sung is the glide. The 
exercise of singing a consonant, 
therefore, consists of making this 
glide conspicuous by opening the 
mouth well for the vowel and clos- 
ing it smartly for the consonant. 
All real intelligibility in singing 
depends upon the manner in which 
the singer brings out the glide, 
taking care not to introduce puffs, 
or to prolong hisses or buzzes. 
On this exercise he will then con- 
centrate his attention. 

Ex. 146 . Enunciation Exercises 
on the Lip articulations. Let the 
following lines be sung as in a 
chant, on the tone G, the pupils 
taking extreme care to make the 
requisite distinctions of articula- 
tion and to bring out the glide. 
When an exercise has been sung to 
the open aa it should be practised 
with the other principal vovvels ai, 
ee, auj oa, oo ; for each vowel will 
introduce a now glide. 



. The I lips-pro : duce-with | shut : passage | paa : iaa \ maa : | aa^ : aab \ aam : | aap : poa | 

. The I lips-pro : duce-with | central : passage | wYiaa : w«a | whoa : wa« | &c. 

. The I lips-pro : duce-with | side : passages | faa : vaa | iaa : vaa | "oat : «av | aat : taa | oaY : vaa i^ 
St, Co, (New.) * For Diagrams see Teacher's Manual, p. • 
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Ex. 147. Enunciation Exercises on the Tip>tongue articulations. 
: . The | Tip : tongue-pro -I duces : . with | shut : passage | taa : daa \ naa : | aat : aad \ aaxi : 
I aat : taa \ aad : Ha \ 

. The I Tip : tongue-pro | duces : . with | central : passage | Baa : zaa \ Baa : &c. 
. The I Tip : tongue-pro | duces : . with | side : passages | thaa : ^aa \\aa i \ ^th : aaSh \ aa\ 

I oath : tlnaa \ aadh : dHouaa \ &c. 

Ex. 148. Enunciation Exercises on the Mid, Back, and trilled-Tip -tongue articulations. 
. The I Mid : tongue-pro | duces : . with | central : passage | B^iaa : zhaa | aash : a^sh | 
. The I Back : tongue-pro | duces : . with | shut : passage | Isxta : gaa \ngaa : | oak ; aag \ aang : 
. The I Tip : tongue | trilled : . pro | duces : with | central : passage | xaa : laa \ aaxaa : aataa \ 

Ex. 140. Pronunciation of the Lip articulations. Recite on one tone (G) paying exact attention to 
the thick letters. This will require close attention to a careful pattern. Where the pronunciation varies 
from the spelling, the proper phonetic letters are introduced. The ending articulations and the double 
articulations are very difficult in singing. They must be delivered very distinctly but very quickly, 

Ca'p, ea'bf "pull, "hull, cwj^j cu\i, 'get, het, mop, mob, habe, babb^, b^^mp, p^^p, stoj^cock, upmost, lecq^ty map, 
member, film, mJinimicmy mxiemhle, triumph, 

yfnien. wen, wliere, ware, while, wile, whither, wither, whim, wh/p, wharf, whelm, whim-per, whiffle, whiff, 

Vain, Yain, fault, Yault, tear, yreer, foist, "Voiced, fife, fiYe, so-f, serve, safe, save, muf£, "ptdf, move, love, 

Ex. 150. Pronunciation of the Tip-tongue articulations. 

Bet, bed, tire, dire, neat, need, troll, droll, colt, cold, batch, badfje, writer, rider, tight, tied, titHatey Utra» 
ffon, t^ttUtattl^y tantalize, avidity, oddity, meditate, 'paint, pained, painLeBB, nap, map, Bon, some, muttn, 
Baddn. 

MoBB, moth, fate, faith, seal, zeal, tee, eyeB, baBe, baize, sport, vtore, Bkope, Bere, Bmile, Bwear, Bue, Buit, 
jezuit, BpazmB, feantB, tifthB, deBkB, zeBt, aBBaBBin, BasheB, • 

Beath, deaf, loth, loaf, thew, few, thr<ll,/rdl, path, padhB, o^th,oadhz, mouth, moudhz, lath, ladhs, clodhz, 
cloBe, ladhe, lave, owez, loathsome, loadh^th, fair, jfaiT'er, near, near'er, ^rr, erxHng, fit, miTT'or, br*td^ 
thrV*, ver'tiy, r'evelt'y, pr'«d^'y, litter' ally, liter' ar'y, Aol/ly, tf^orldltly, L'stU88ly,yollJy,blidh6l7,boldl7y 
falBely, foully , eel'like^ til-look, play, flame, ylaBB, Blave, saddle, Zr^ttl^. 

Ex. 151. Pronunciation of the Mid and Back-tongue articulations. 

Knpe, gape, lUass, glass, harter, garter, hrate, grate, bach, bag, duck, dug, peck, peg, pick, pig, frock, frog 
packt, akt, sekt, strikt, picknick, quikset, klikklak, kricket, clang, clan, thing, thin, dinging, dinning^ 
singing, sinning, angktious, compuJLgktion, congkord, ungktuous, fungktion, longest, long-gest, rung, run, 

ABhes, aBBes, Bhine, sign, OreeBhian, adhezhion^ Bhaises, incizhion, speBhial, seizhure, RiiBhian, treazhure, 
Bhrewed, vizhion, suspiBhious, intruzhion, batch, baj, bats, etoh, lej, frets, leech, liej, beatB, 

Ear, year J ooze, yeuz, booty, byuty, do, den (dew, due), pyure, tyune. 

Ex. 152. Error exercises on the articulations. 

" Foller," follow, window, sorrow, pillow, shallow. " Runnin," running, writing, speaking, walking, 
singing. *'Laud," lord, storm, worm, far, first, smart, worst. " Gwacioiis," gracious, great, green, rich, 
rest, rough, right. " *appy," happy, heaven, hymn, hail, when, why, which, while. .♦* Hone," own, and, 
air, ill, eye. 
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" Tho soldier's steor," the soldier's tear. 

"* That lasts tiU night," that last still night. 

** btudy deceit," studied deceit. 

** A languid aim/' a languid dame. 

** His cry moved on," his crime moved on. 



** Luxurious oil," luxurious soil. 

" Pray to nobody," prate to nobody. 

«Make lean your heurt," make clean your heaa:t. 

« Proof of utility," proof of futility. 

<<£eer descending," board descending on his breast. 



Collective Beading. — This practice, commenced 
in the second step, p. 15, fshould now be revived 
with great care and constancy. 

Pulses and Accents in Public Speaking. — Any 
one who listens to a good public speaker may notice 
that the pulses of his speech are of equal length 
and constant recurrence, like those of music, — ^but 
that he has a greater liberty of accent. His accents 
sometimes fall so as to divide the pulses into three- 
pulse measure, but more commonly into two-pulse 
measure. Some public speakers even beat time 
with their hands while they speak, and nothing 
interrupts the regularity of their movement but 
this occasional introduction of a three pulse measure. 
Bot 1 in poetry and in music if we begin in three- 
pulse mtasure or in two-pulse measure, we must 
continue in it. But in prose the two -pulse and 
three-pulse measures are continually intermixed in 
the same line. Let the pupil try to speak, in a 
clear declamatory tone, and with proper emphasis, 
the following words, and to mark the pulses and 
accents of his voice as he does so. He will then 
soon understand our meaning: — "And suddenly 
there was with the angel a multitude of the 
heavenly host." The words " heavenly host" wo 
may, for the moment, leave out of consideration, 
because in chanting they would belong to the 
cadence, and the cadence is rhythmical music—not 
recitation. 

If we recite these words on a single musical tone, 
and then write down the rhythms we have used, 
they will probably have the following appearance : — 



1 

And 



Two-pulse Measure. 

1 .1 : 1 .1 

sudden ly-there 



Two-pulse Measure. 

I :1 .1 

was with- the] 



Three-pulse Measure. 

1 :1 : .1 

gel ' a 



an - 



Three-pulse Measure. 

1 .1. : 1 :1 .1 

multi tude of -the 



Here you notice that the first and second measures . 
are of two beats, while the third and fourth are of 
three beats. Some of the old church chants had 
three pulse cadences or closes, but in the recitations 
tiie frequent occurrence of three-pulse measures is 
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recoOTiised by all who observe with care. Even 
the ibllowing well-known musical responses show 
the natural tendency to the mixed-measures of 
fpeech in di:jtinction from the unchanging measures 
of song. They are here given in various rhythmic 
forms, as we find them in the " uses " of different 
cathedrals. In the three-pulse forms we may 
notice the heaviness of the second pulse when this 
measure is sung slowly. Let each example be sung 
in exact time and accent. 



SI 

ii 



KEY F. 

i :- 

Spore 

KEY P. 

d :1| 

Spare us 
KEY A* 

d.d:d 

We beseech 

KEY A. 

d 



1 



I 

us 



tl 

gfood 



d 

Lord. 



good 



d 

Lord. 



d : - .dll|.l(: t( 

thee tolhearusgood 



d : 

Lord. 



:d.d 

Webe- 



:d.d 

seech tiiee to 



d 

hear 



KEY G. 

:d Id :d.d 

And bless thine in • 



ii 

us 

d 

her 



ti Id :- 

good I Lord. 



-.1 



1. : 

tance. 



KEY G. 



U-d 

\ And 



d 

bless 



:d 

thine 



:- .ti 

in- 



li.lirlr 
her-i - tance. 



And, in reciting *' Thou art the everlasting Son," 
every one will admit that it is better to use the 
three- pulso measure, thus — 

I Thou : art-the : ever | last : ing | Son — 
than to sing thus — 

I Thou : art-the | ever : lasting | Son*- 

Chanting. — ^The chant is intended to aid the 
united recitation of prose words by many people. 
It supplies, therefore, a single tone for the recita- 
tion, and a short musical phrase for the cadence of 
each line of the words. A melodic cadence at the 
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end of sentences, is natural to public speakers when 
they rise into an excited state of mind : whether 
they be fishwomen quarrelling in Billingsgate, or 
preachers closing their discourses among the moun- 
tains of Wales or of Scotland, or even ministers of 
the Society of Friends speaking or praying under 
strong emotion. The reciting tone ma^ be as long 
or as short as the words require. It is indicated by 
a Hold /?\ placed over the note. This elasticity of 
the reciting tone should always be kept in mind by 
the accompaniest as well as the singer. The music 
of a chant should always be learnt familiarly and 
by rote, before it is sung to words. Then the words 
should be taken line by line, and taataid by pattern, 
clearly recited by pattern, and sung to the music. 
At the present step the pupil must obey exactly the 
marking of the recitations. Afterwards he may 
learn to nu^e ''markings" of his own. The 
present labour will be repaid not only by the great 
enjoyment there is in a i&eely delivered chant, but 
also by marked and valuable improvement in 
Bhythmical Perception. The teacher can beat 
time in pulses, or better still, use a metronome. If 
he uses a baton let it move simply from left to 
right and back again ; he will then have his accent 
sometimes on one side and sometimes on the other. 

Ex. 153. Loam as above the rhythms of Ex. 
123. Notice cases of three-pulse measures in the 
recitations next before the first cadence of the first 
verse, the second cadence of the second verse, the 
first cadence of the third, and the first cadence of 
the last verse. Two-pulse measures are much more 
common in this position. 

Ex. 154. Learn as above the rhythms of Ex. 
124. 

Ex. 155, Ditto Ex. 125. Notice three-pulse 
measures from the beginning of the first recitation 
of the first verse, of the first recitation of the third 
verse, of the first recitation of the fourth verse, and 
of the first recitation of the fifth verse. 

Ex. 156. Leam as above therhythmsof Ex. 1 26. 

Time. 

The silent qnarter-pulse is indicated, like the 
other silences, by a vacant space among the pulse- 
divisions. It is named aa on the accented and se 
on the unaccented part of the pulse. The time 
exercises should be taught as directed, p. 19. 

Ex. 157. 

(11 :1 .11 ,1 .1,1:1 .1 

C I TAA-AI TAA-TAI «fffatefe TAA-TAI 
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KEY Q. 

I d : m .8 

KET G. 

I m : r .d 

KET D. 

I s : m .f 

KEY D. 

1 8 : m .d 

Ex. 158. 
1,1 .1.1:1 .1 

tafatefe taatai 

KEY p. 

I d ,r .m ,f : 8 .8 

KEY P. 

I m ,r .d ,t, : d .d 

KEY D. 

1 8 ,m .d ,1*1 : 8 .n 

KEY D. 

I n ,8 .PI ,d in .8 



I »ti .d ,r 
I ,r .n ,f 
I ,1 .8,f 

11,1 .1, 

tafates^ 

I 8 ,f .m , 

If .f .f . 

|r ,in .f , 



d 
n 

8 

m 



.d 
.n 

.8 

.d 



1' 



:1.1 .1. 

tafate«e 

: n ,r .d , 

: n ,n .n , 
: m ,f .8 , 
: 8 ,n .d , 



|f ,r .t,, 

Thirds of a pulse are indicated by a comma 
turned to the right, thus— : , , Ij. The first 
third of a pulse is named taa, the second third tai, 
the third third tee, and the silences and continua- 
tions are named in the same manner as before. 

Ex. 159. 

1 :1 a J 11 „1 :1 . 

taataitee TAA-efe tjulsaz 




» 



r |in <f I m .,8:8 

f (in (T I PI .,d : d 

PI 4 ^ 1 8 .,8:8 

d (1, (ti I d .,d :d 



1 .,1 |1 ,1 J :1 .1 

TAA-efe tataitee taatai 

.,f I PI (T ^ : r 

.,r I PI ,f «8 : f 

.,r I d (t, ^ : PI 

.,1 1 8 (f ^ : r 



II 



.d 
.n 
.r 
.d 



II 
II 
» 

Q 
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Ex. 161. 

ill ,1 ,1 :1 - .1 1 1.1. I.I : I -1 

H tastaiteo taa-aitaa tafatefe taatai 



■ ,1 I i ,f -r 

XGI A. 

Id ,t, A ■.'\ ,- A \rA .: 

KBT A. 

In f fi : T .- <" I » .1 . 

Vliat li a pnlse t — It will be noticed that the 
eii-pulae exetdsM in this step move more quickly 
thitn Ex. 80, and that the time ie meet easily 
indicated hy "beating twice to the measure," aa 
directed p. 24, and might have been written accord, 
ingly in two-pulee meaanie. Ex. ITS might have 
been written thoa — 

(Id' :--.!! -.tid'r.lji : d' ) 

The, present plan ia only adopted for the sake of 
greater cleamesB to the eye in the time divimona. 
All Buob rapidly moving tunea should be taalaid 
as "Two-pulse measure abounding in thirds." It 
will also be noticed that man^ of the ibytbms, 
giTen in our time-exerciBCS might be written out 
more fully by making one measure into two. Tunes 
are difTorently written in this respect in the 
common notation as well as in the Tonic 8al-fa 
notation. Even Handel in one copy of a tune 
pnta into two measures the music which in another 
copy he puts into one measure and in yet another 
into fonr meaaores. The principle which seems 
to guide composers is this. The quicker they wish 
the music to be *ung the fewer meSBoreS they 
give it, and the slower they wish it sung- the 
mora measures they divide it into. They know 
that unging quickly makes the accents slighter 
and less observable, and that ainging slowly 
developes accenta which wonld otherwiae have 
been scarcely noticed. As in common life it is 
onlj; by occurrences that we can mark the flight 
of tiniB, so in music it is only by accents that wo 
can measure out our tones. The accenta of a 
musical passage may be distinguished as the priu- 
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accents should be marked by the divinons o 



principal or subordinate depends much on the rate 
at which the music ia sung, and is always a matter 
of judgment, A pulse or heat we daSne as a unit 
of the principal and regularly recurring accents of 
a tune, bnt a pulae is not in all casea an absolute, 
andoni iblo, nnmistakeable unit. It is " a measure 
of estimation." The composer sings or plays or 
fetia his music, and where, in his estimation, the 
principal accents fell, there be writes the great 
pulsea of his measure, the subordinate accents 
falling into their places within those pulses. But 
if the subordinate accents are numerous and r^u- 
larly recurring, it is often better for the clear 
reading of his music that he should treat them aa 
principal accenta. Unfortunately in the common 
natation there is no cerbainty which note (crotchet, 
quaver, or minim} the composer means for a 
" beat." If writers made it a lawthat thecrotchet 
(for example] should always stand for what they 
mean to be a beat of their music, we should have' 
no difficulty in understanding them, but even the 
same composer represents a pulse at different times 
in different ways ; so that the Tonic Sol-fe tran- 
slator is obliged to liitea to the mu^ic, ftel the 
accents, and write accordingly. 

Beating Time. — Hitherto the pupil has not been 
' ' beat time. He has only leamt to ling 



ly li 
n weU ieai 

at once, and, consequantly, those who tr^ to do s« 
are constantly found beating to their singing 
instead of singing to an independent, steady beat. 
There are some, however, to whom the awing of 
the hand or the motion of the foot easily becomes 
instinctive. The beating goes on without need of 
thought or attention — like Uie swing of a pendulum. 
Such persons and auch only can uae btatin} in time 
aa a criterion of tinging in time. Hitherto ths 
teacher has been the standard of time for his pupils. 
He haa infuaed into them by watchfulneas, hy 
criticism, by dooiaion, his own feeling of time. He 
is atriving throughout to make hia pupil's sense of 
hearing appreciate time ; but when that failed, 
there was always hia beating (communicating time 
through another sense, the sense of sight) to correct 
them. If he wiahea. now, to give them a criterion 
of their own, be may proceed as follows. The 
teacher says, " Watch my beating, anddoasldo." 
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He beats the four-i)til8e measure at the rate of M. 
60. The pupils imitate him. This should be done 
by one hand, silently, chiefly by the motion of the 
wrist (the thumb being always upwards), and with 
very little motion of Sie arm. Tho finger should 
pass swiftly and decidedly from one point of the 
beating to the next, and it should be held steadily 
at each point as long as the " pulse " lasts. When 
this is properly done, the teacher will say, ** Now, 
you shful beat one measure, I the next, and so on." 
This not-easy exercise accomplished, a more diffi- 
cult one is proposed. Let each pupil beat one 
measure, in turn, all taking care that there is no 
pause nor variation in the rate of movement. A 
more difficult exercise still — ^but most useful for 
establishing the sense of time in both ear and 
mind — will be for the teacher and pupils to beat 
time together for a few measures, and then at a 



given signal to drop the hand, and pause £or one, 
two, three, or more measures (as the teacher may 
have fixed beforehand), mnd to begin beating again at 
the right inotnent. In this exercise you wiU soon 
notice how fast time goes with tho ardent tempera- 
ments, how slow with the heavy-minded, and how 
difficult it is for any one to attain an exact sense of 
time. The same series of exercises will be pursued 
in three-pulse measure, in two-pulse measure, and 
in six-pulse measure. A metronome may be intro- 
duced as a test, instead of the teacher's own judg- 
ment. There are various ways of beating time. 
Wo recommend the following as the most appro- 
priate and the most clearly visible. The direction 
of the motion is from tho thinner to the thicker 
end of each dash. The thick end of each dush 
shows the " point of rest " for each pulse. 



Two-FULSE Mbabvbb. Thrbb-pulsb MBA0UB.B. FouB-FULSE Me.vsurb. Six-fulsb jVlE.\JSUaB. 

jLP! op: 



DOWN 




RIGHT* 




Note. — It is better to beat the second pulse of 
« three-pulse measure " towards the right, than (as 
some do it) towards the left, because it thus corre- 
sponds with the medium beat of the " iour-pulse 
measure," and the second pulse of three-pulse 
measure is like a medium pulse. It is commonly 
treated (both rhythmically and hannonically) as a 
continuation of the Jirat pulse. Similar reasons 
show a propriety in the mode of beating recom- 
mended for '* six-pulse measure;" but when this 
measure moves very quickly, it is beaten like the 
'^two-pulse measure," giving a beat on each accented 
pulse. 

X. 60. — ^Efforts to remember this rate and twice 
as fut, M. 120, and about half&B feist again, M. 92, 
and between that and 60 ttco rates, M. 80 and M. 72, 
and between tbat and 120 one rate, M. 106, should be 
frequently made, as recommend^, p. 34. By self 
discipline this can be done. 
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The Bdgistan. — ^It has been shewn that the 
human voices make together one great organ-^ 
nmning through its various registers from the 
lowest bass to the highest soprano — so that the 
voices of a class contaming men and women could 
run up one grand homogeneous scale of three or 
four octaves. See pp. 29 and 32. The compass of 
each particular voice is only a portion cut out of 
this great scale and taking the registers as they 
come. It shoidd be carefuUy noted that the differ- 
ence of male and female voices, as soprano, 
contralto, tenor, bass, does not necessarily make any 
difference of quality on identical tones. Thus a 
contralto, a tenor, and a bass, when naturally 
trained, do not generally differ in quality on G,, A„ 
and ^„ and a soprano, contralto, and tenor wingfng 
the identical tones C, i>, J?, could not be distin- 
guished from one another except by the shades of 
oiffcrence which naturally mark individual voices. 
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or the more marked differences introduced by false 
training. Uncultivated male singers are commonly 
much ashamed of their weak Thin register until 
they have made it strong by practice. Already 
some progress* has been made in strengthening it 
by means of Ex. 104, p. 33. This staccato koo-ing 
exercise must not be discontinued. It may, how- 
ever, now be varied after the manner of the two 
exercises which follow. 

Ex. 3 62. KEYS P, G, FJ, Gtf. 



n'.d':r'.t |d'.l:t.8 11 
koo, &c. I 



Ex. 163. KEYS A, B, Ait, 0. 



Id' :- 



d' 

koo, 



&c. 



s 



: 8 



Id' 



Recognition of the first or Thick Begister. — As 

the Thin register was found to be neglected by men 
and commonly used by women, so the Thick regis- 
ter is neglected by women and conmionly used by 
men. Many soprano singers do not know what it 
is, and even contraltos are afraid to employ what 
they think is a man's voice, Mdme. Seller says it is 
quite common for voice-trainers to encourage 
•women to ignore altogether the wpj»«r Thick register 
using the Thin instead ; so that when on A, they 
do at last enter the Thick register it is on its fully 
vibrated tones, and the change of quality is 
unpleasantly marked. To enable female pupils to 
recognise the Thick register, place the scale (p. 29) 
or the Voice Modulator (p. 000) before them, 
and then, beginning with a tone * (B, A, or O) 
decidedly wi&in the Thin (their easy) register, let 
them sing downwards (guided by the manual signs) 
d' 8 m d, and with increased force on the lowest 
tone. This last tone will certainly be in the Thick 
register. Having got that quality of tone let them 
run up, retaining the same qttality^ to F. This is 
the converse of the process by which the tenors and 
basses learnt to recognise the Thin register, p. 33. 

Strengthening of the Thick register. — Contraltos 
and sopranos will require the same staccato koo-ing 
exercise to strengthen the lower part of their voices, 
which tenors and basses required (p. 33) for the 
higher part of their voices. The process of strength- 
ening must be upwards from the undoubted 
territory of the Thick register towards the border- 
land of Thick and Thin. Be careful not to force 
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this reg^ter too mnch, for the registers cannot bo 
made to overlap upwards without injurj'. Male 
voices may join with the female voices in this 
exercise, for it is easy to them, and they may 
encourage the sopranos and contraltos, but they 
must sing softly lest the voices which need the 
exercise should be unheard. Let the following 
exercises bo used after the manner described p. 
33. The men will have to suppose the notes an 
octavo higher than they are written. 

Ex. 164. KEYS A, B, A#. 

nT :ri IfT : n, 

&c. 



:d, 

koo, 



S( : 8| I d| 



Ex. 165. KEYS G, A, Q[% A$. 



ii 



diTni: r|.f| |n|.8|: f|.l| 

koo, &c. 



8i : 8i Id, : — 



Ex. 166. KEYS G, A, 0% A#. 



:d, 

koo, 



ri.,ri:ni.,n,|f,.,fi:8|.,8| 
&c. 



li :si Id, 



Blending of Begisters. — A good singer should be 
able to pass from one register to another without 
allowing the difference to be noticed. With this 
view the voice trainer strengthens on the " optional 
tones " (p. 32) the weaker of the two registers (in 
men the Thin — ^in women the Thick) till it equals, 
in volume, in quality, and in ease of production, 
the stronger one. He then tests the power of the 
singer in producing one or the other register at 
will, as in the following exercises imitated from 
Garcia. The notes in common type are to be sung 
in the Thick, and those in italics in the Thin 
registers. The effort will be to make the two tones 
as similar as possible. Let the pupil take no breath 
in passing from one register to the other, and let 
him sing each exercise quicker and quicker. Male 
voices will sing these exercises in the higher part of 
their range, and female voices in the lower part of 
their range. Men and women will sing identical 
tones. None of the keys must be omitted, because 
we have to give exercise to all the small Laryngeal 
musclei^ through the whole range of the optional 
tones. This is a case in which class teaching is 
insufficient. It can only set the pupil in the right 
way. He must j udge his own progress. The effort 
to do so will make him eager to enjoy the advan* 
tage of individual teaching. 
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Ex.167. kbyrO,D,0#, Dft D, E, Djf, P 

'd^ :d\ Id' id' jd'.r^^' |d 

Ex. 168. KEYS 0, D, Ojt, D#, D, E. 



!l 



d' :H 

koo, &c. 



Id' :r' 



d' :r' Id' :- 



Ex. 169. KEYS 0, J>, 0#, J>$. 

d' :«' Id' :«' " 

koo, &c. 



Id' :- 



II 
il 

Becognition and Manag^ement of Optional Tones. 
— Tenor singers should now systematically study 
the best use of their optional tones. First, before 
commencing any tune they should notice the key, 
and from that ascertain to what Sol-fa notes their 
optional tones will fall. The Voice Modulator p. 
106 will at first assist them in this. Second, they 
should study the phrasing of each passage in which 
the optional tones are employed. Third, in cases 
in which a piano or forte is required they will 
remember that they can obtain a stronger tone with 
the Thick than with tho Thin register. Some 
persons habitually charge the register at a certain 
pitch, whatever the passage sung. Others try to 
avoid changing the register within any single 
musical phrase, as much as possible. Descending 
from the thin register, they keep it as far as they can. 
Ascending into the thin register, they begin their 
phrase, if possible, in that register. In Exercises 
170 to 173 a thin horizontal mark is placed over the 
tone in which, for various reasons, it is thought best 
that a tenor voice should change into the thin 
register, and a double horizontal mark is placed 
where it is thought better to change into the thick 
register. Let the pupil be required to find the 
reasons for each of these changes, and be encouraged 
to suggest other and better changes. 

A £iowledge of DissonaiiceB is useful to the 
singer in making him fearless. If he does not 
recognise the fact that he is striking a dissonance, 
he feels as though something were wrong, and is 
tempted to sing falsely. But if he knows what he 
is doing he strikes his tone with coiirage, looks 
well to the resolution, and makes it beautiful. 
Notice the definition of dissonances, p. 21. 

Fart-pidse Dissonances. — At p. 21 there is an 
explanation of the commonest sort of dissonance 
which appears on the weak part of a pulse, — the 
part'puhe pasxing tone. Four other apologies are 
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also accepted by the ear for dissonances on the 
weak part of a pulse. When, like 8 in the follow- 
ing — I r .,s : s II they simply anticipate the 
tone which follows them, — when like 1 or t in the 
following — I d' .t : d' | s .1 : s || they toave 
upward or downward, or when, like f and m in the 
following — I 8 .f : r .m I d || they hang upward 
or downward from the proper tone of the chord, or 
when, like t and 1 in the following — | m .t, 
: d .1, I t, II they guide^ generally by an upward 
step, to the tone which follows. All these melodic 
relations are accepted as an occasional apology for 
dissonances. In addition to these dissonances 
on the weak part of a pulse, dissonances are also 
allowed, though less frequently, on the first or 
strong part of a pulse. These are all called Fore* 
strokes. They nearly all " resolve " (see p. 21) by 
going a step downwards. The smoothest ** prepar- 
ation" for these discords is when, like r in the 
following — : r | r .d || the dissonance has just 
been heard as a consonance in the previous chord. 
This will be called a Horizontal forestroke. The 
preparation which stands next in acceptance with 
the ear is when, as 8 in the following — : 1' | s . f || 
the dissonance comes down from tho tone above,— 
likB a passing tone, but on the strong part of a 
pulse. This is called an Oblique forestroke. A less 
common apology is when, like f in the following — 
I .m : f .m || we have a Waving forestroke. Less 
frequently still we may have, like m in the follow- 
ing — I d .r : m .f I 8 jj an under oblique fore- 
stroke resolving upward. But when the composer 
wishes not to apologize for a forestroke, but to 
assert it for the sake of a certain tart effect he leaves 
it Unprepared^ like 1 in the following — : m | 1 .8 
: f II . Advanced pupils only will have time to 
study these points. They may do so privately by 
marking beforehand, in the exercises, the cases they 
wish to notice, and, when the time for singing 
comes, listening for the effects. Or, if the whole 
class is sufficiently skilful and attentive, the teacher 
may lead the class to examine each of the follow- 
ing cases and then to sing the phrase softly to 
laa two or three times. See Examples of Part- 
pulse Passing tones in Ex. 133, /. 1, m. 4, jo. 2; and 
m. 7,jp. 1; and I. 2, m. 4,jp. 1 ; and Ex. 172, /. 3, 
m. 3, p, 2, a peculiar case. See Anticipation tones, 
Ex. 174, /. 4, m. 2, p. 2. See Waving tones, Ex. 
125, m. 5,^. 2; Ex. 171, I, 2, m. 3, jp. 3 ; Ex. 174, 
/. 3, w. 3, J9. 1, 2, 3; and /. 4, m. 1,/?. 1, 2, 3. Seo 
Horizontal Forestrokcs in Ex. 172, /. 2, m. 1, jp. 2 
and 3 ; and I, 2, w. Z, p. 3 ; and m. 4, p, 1 and 2 ; 
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Ex. 174, 1 6, m, l,p,3. See Oblique Forestrokes, 
Ex. 170, L 1, m. 1, J9. 4 ; and m. 2,i?. 4; and m. 3, 
jp. 4 ; and m. 5, i?. 4 ; and m. 6, j7. 4. 

Foll-piilse DisBonanoes. — ^All the apologies above 
describ^ are also accepted by the ear as excusing 
full-pulse dissonances. If tike music moves very 
quickly. Passing tones and other dissonances so 
common on the weak part of a pulse are freely 
used on the weak pulse, the strong and weak pulse 
being treated hannonically as &ough they were 
one pulse. But when the music moves slowly the 
ear is not so content with these slight apologies ; 
and only the ** passing tone " is much used. On 
tiie strong pulse, however, as on the strong part of 
a pulse, ti^e various forestrokes are often employed. 
When prepared they are employed for the smooth- 
nes3 01 melody, when unprepared for the sake of 
effect. 

See examples of quick moving dissonances in Ex. 
141, I. 1, m. 3, p, 2 ; and /. 2, m. I, p. 2 ; Ex. 192, 
L 1, m. 3, p. 2 and 6 ; ^.6, m. 4, p. 2 and 6 ; I, 10, 
fn. 2, j9. 6 ; Ex. 174, l. 7, m. 3, p, 2. See the 
partial dissonance (explained p. 36). Ex. 140, 1. 2, 
m. If p. 2; and /. 3, tn. 3, j9. 2 ; and Ex. 143, I. 3, 
fn, 2yp, 2 ; and " disguised " (d for f and fe for t), 
Ex. 174, /. 7, m. 3, i?. 4 ; and also Ex. 144, 1. 1, m. 2, p. 
1, in which last case the t not being resolved on d 
sounds more like a forestroke. See Horizontal fore- 
strokes in Ex. 170, L 1, m. 4, ^. 4, in which f, hori- 
zontally prepared, continues two pulses and then 
resolves on m. It is the same with m in the next 
measure and with r in the measure following. The 
waving fe in L 1, m. 4, p, 4, waving against a disso- 
nance is curious and harsh. Also in Ex. 174, /. 7, 
m.lfp. 1 ; and Ex. 142, 1. 1, m, 4, p. 1. See a case of 
"delayed resolution" in Ex. 137, /. 1, w. 3, where 
f passes through a consonance before it is resolved ; 
and Ex. 141, /. 2,m. 3, p. 1, where it passes through 
consonance and partial dissonance to its resolution. 
See an CTwprepared dissonance " 1 against t " intro- 
duced for its own touching effect in Ex. 174, L 7, 
m. 1, p, 3. See d and s (Tonic and Dominant) 
exercising the privilege of long holding (or pedal) 
tones, in spite of dissonance, because of their 
relation to the key, in Ex. 138, L 1, m. 2,p, 2; and 
/. 2, m. 2, p. 2 ; and tn. 3, p. 3. 

Hew Cadences. — In two-part music the full 
chords cannot be given. But, for reasons given in 
the "Common-places of Music" two-part conso- 
nances always suggest the chords of which they 
form a part. Thus, a, with d above it suggests the 

St. Co. (New,) 



chord D<;; m with 8 above it suggests, not the 
" unmeaning " and seldom used diord Ma, but Bd ; 
t, with r above it suggests, not tiie " weak " chord 
T, but S* ; 1 with f above it sugp^ests F*, and so on. 
Thus interpreted, the exercises in this step intro- 
duce us to two new cadences in addition to those 
(the D, the S, the F D, and the L cadences) which 
are named on p. 48. See the uncommon cadences 
on F and B m Ex. 137. See what we call ^D 
cadences in Ex. 142, and a ^D cadence in Ex. 143. 
See what we call a "weak -pulse cadence" in Ex. 
141, /. 2, #». 2, i?. 2 ; and a "^D weak pulse 
cadence " in ^. 1, m. 4, jp. 2. 

FhraseB, Sections, Periods. — The nature of a 
cadence has been explained at p. 48. There it 
has been shewn that the cadence naturally cuts the 
melody into parts, and that these parts are called 
"Sections." "Phrases" axe divisions of melody 
within a Section. "Periods" are divisions of 
melody including two or more Sections. In ex- 
tended pieces of music we use the word " strain " 
to represent several periods combined in one melodic 
whole. A Section, which is two measures in 
length, we call a Buain, one of three measures a 
Triain, and one of four a Quadrain. 

Mnsical Form. — ^A good form in house or orna- 
ment or animal must be symmetrical and varied 
and adapted, in all its parts, to its chief purpose. So, 
in music, a well-formed tune has symmetry and pro- 
portion in the length of its principal parts or "lines ;" 
it has both symmetry and variety in the rhythms 
and melodic replies of its musical phrases ; and its 
harmony as well as the style of its melody combine 
together to express the general sentiment desired. A 
disjointed, ill-formed tune would be like a picture in 
wmch a number of men and women beautiful and 
ugly, should be thrown together " any how." A 
well -formed tune is like those men and women 
artistically grouped in one picture — where the 
beautiful are placed forward and the ugly kindly put 
in the shade, and the colours and postures all 
arranged for some \mity of effect. It is pleasant 
when one sees a house or an ornament or an animal, 
to "know its points" of excellence, but we can 
receive much enjoyment from, them without so 
intelligent an eye.sight. In listening to music the 
case is similar. But in singing music the case is 
different. For the singer is an Artist. The sculp- 
tor and the painter can present their own works to 
the public view. But the musical composer is de- 
pendent on another artist — the singer or the player 
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— ^^to present his works. By singing loadly or softly, 
quickly or slowly, in yarions places and various 
degrees, the singer can make or mar the handiwork 
of the helpless com^ser. Every intelligent singer 
will therefore feel it his duty to study his music 
beforehand and to fix in his mind how, by the art of 
Expression (p. 30), its various rhythmical divisions 
and melodic ideas are to be distinguished and ** set 
ofif " one from the other, how he can change a bare 
outiine into a coloured picture. The main princi- 
ples of Melodic Helation have already been sugges- 
ted under the headings " Kclative motion of parts," 
and '* Imitation," pp. 36, 37. Some ideas of 
"phrasing " — or marking out of melodic divisions 
arc suggested under the heading " Breathing places" 
pp. 9,30. Other principles of Ehythmic Proportion 
may bo easily apprehended, and then an examina- 
tion of a few examples will shew the pupil how to 
beffin this enjoyable study. A fuller development 
of it is found in my " Commonplaces of Music." 

Parsing or Analysis of Mnsical Form. — The prac- 
tice of requiring a pupil to make a written or verbal 
analysis of the tune about to be sung is very useful. 
Even elementary pupils should answer these 
questions, — 

Ist. What is the key of this tune, and into what 
other keys (if any) does it pass ? 

2nd. What is the Measure ? 

3rd. What is the Rate and Style of Movement? 
— and more advanced pupils should be able to an- 
swer the following. 

4th. What are the periods of this tune and the 
cadences of each P 

6th. What are the Melodic Helations of the 
periods to each other ? and where lies the principal 
JPotnt of the tune ? 

6th. What are the Sections of the First Period 
with their cadences and melodic relations P 

7th. What of the Second Period P 

8th. What of the Third (if any) P 

9th. What of the Fourth (if any) P 

Examples of Parsing. — These examples should 
be tested by singing over and over again and com- 
paring one with another the various Sections and 
Periods of the tune. 

Exercise 133 is 1st, in tho key of A, with a 
'^cadence" transition to the first sharp key, E. 
2nd, in Two-pulse measure. 3rd, rather slow and 
firm. 4th, it has (I) a Period with the ^D Cadence, or 
a ^D Period, of two sections followed by (11) a D 
Period of two sections, 5th, Period II con- 
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tracts with I on its second pulse setting off f against 
m. It has similar motion in the tmrd measure 
contrasted motion in the sixth measure, and a con- 
trasted tinal cadence. 6th, Period I hasaBd Quadrain 
and a ^D Triain. [It may be noticed, in passing, 
that, in singing there is a natural and proper ten- 
dency to lengti^en out the last tone of the second 
section so as to miko the two sections balance in 
rhythmical proportion. The same requirement of 
the ear would lengthen the tones over ** night " and 
<< light" in Ex. 139, and those over <* songs" and 
« tongues " in Ex. 143. This tendency should not 
be discouraged.] The second section is the more 
exciting of the two and brings the music to a point. 
[It should of course, on that account, be sung with 
spirit.] 7th, Period II has a S3 Quadrain and a D 
Triain which is liable to be made a Quadrain by the 
siu'^er. The second section replies to the suspense 
cadence f m r by the final close f r d. 

Exercise 135. 1st, in Key E, with an '* extended" 
transition to the first sharp key,B. 2nd, four-pulse 
measure. 3rd, slow and gentle. 4th, two D Periods 
of two sections each. 5th, relations chiefly of con- 
trast. The first period is calm, having all its accents 
on m or s, the high though unaccented 1 giving it 
emotional fervour. The second Period opens with 
upward motion contrasting with the most prominent 
motion of the first. It has nearly all its accents on 
the emotional tones r and f, contrasting again. 
The life and point of the tune is not in the dose of 
the first period as in Ex. 133, but in the beginning 
of the second. 6th, two D Duains. The second 
Duain opens with a repetition (as for emphasis) of 
the close of the first, and closes with the qmetopeninff 
of the first. 7th, a ^Db Duain followed by a D 
Duain, the second being an echo of the first in the 
original and lower key. [When all these points are 
known they can be " mapped out " by the difi\u:ent 
styles of singing.] 

Exercise 137. Ist, in Key B!?, with " extended" 
transition into the first sharp key, F. 2nd, four- 
pulse measure. 3rd, quickly and boldly. 4th, 
a '^D Period of four sections followed by a D period 
of four sections. [As the music moves quickly and 
the high ^D cadence makes a marked division of 
the tune into two parts, this division is better than 
that of four Periods of two sections each.] 5th, a 
relation of similarity, both periods opening and 
closing all their sections till the last, with the same 
rhythm. The exciting climax of the first period is 
at the end, in the ascending passage of its third 
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and fourUi sections : that of the second period in 
the passionate utterance of the last section but one, 
leaying a final section for a bold cadence. 6th, 
Period I has four Duains, the cadences standing 
thus, S, S^, B| ^D. The first couple are alike, 
except that the second takes its cadence a third 
higher than the first. The second couple form one 
ascending passttge. [Such a passage should be 
beg^n softly and gradually increased in force.] 
7th, Period II has £USO four Duains with cadences 
F, 1)3, F, D3. In l^e first couple there is an exact 
melodic imitation, taken at the interval of a third. 
The second couple opens in contrasting motion with 
the opening of the &rst. [There are many ways 
in which all these points can be '' shewn off'' by 
the singer.] 

Exercise 145. 4th, has two Periods, the first 
containing two Quadrains, the second (through a 



^suspense cadence" and consequent xepetitioa of 
the last strain) three Quadrains. 

JSxereise 113. 4th, has Period I, four Duains, . 
H, two Duains, III, four Duains. 

Exercise 119. 4tii, has Period I, two Duains, 
H, two Duains, III, three Duains. 

Exercise 120. 4th, has Period I, three Quad^ 
rains, II, a prolonged Duain and two Quadrains. 

Exercises in Parsing, — ^After an exercise has been 
sung in class, and its various proportions and 
melodic relations properly examin^ pupils should 
be required to bring a written analysis of it at the 
next meeting. When a systematic course is pursued 
the exercises of the 3rd and 4th Steps can be taken 
in the following order:— 97, 115, 134, 136, 140, 141, 
142, 143, 144, 145, 113, 119, 120, 174, 175. Some 
of the exercises with fugal imitations are too difii- 
cult for the present step. 



Ex. 170. KEY 0. 

8 : l_.Jt_| di : — 

Ho - san - na, 

: I .d:r.n 

Hallelu- 



HOSAKNA. 

Optional Tones, d' r' n' f * 



-.l:t.d'lr' : — 



Ho-san - na, 

f :— |-,r:n.fe 



jahl 



Hallelu- 



-.t:dLr[|n' : — 

Ho-san - na, 

8 :— |-.n:f.s 

jah. ! Hallelu- 



Mainzer, 

-.d»:r^fV|f• :- 

Ho-san - na, 

1 :— |-.l:s.fel 



jah! 



Hallelu- i 



- .f ; n'.r' ln' : — 

Ho-san - na,. 

8 :— |-.s:f.n 

jah ! Hallelu- 



- «'• 



.n'; r'.d'lr' : — 

Ho-san - na, 

f :— |-.f:n.r 



jah! 



Hallelu. 



- . r':d'.t | 1 ;s.f 

Ho - san 

n : — |- .f : n .r 

jah ! Hallelu- 



n :— — : — 



na. 

d 

jah! 






Ez. 171. kbyO. 

8 :I,t|d' : — 

Hal - le- lu-jah ! 

n : — I- .8 : f .n 



Optional Tones, d' r' n' f' 



I : t .dl ri ; - 

Hal - le -lu -jah ! 

f :— l-. l ;8.fe 

men, A - 



t :d'.r'|n'.s':f'.n' 



Hal - le -lu-jah! A - 

s :— |- . t : 1 . 8 

men, A 



fi 



Mainzer. 

:— |-.f':n'.r'> 



men, A 

1 ;r^,d^^|t.l:s.f 

men, Hal - le - lu - 



n' : — |-.n': r|^.d' 

men, A 

n : d'.t l 1 .8 ; f .n 

jah ! Hal - le - lu - 



.1 



— l-.rl 



|-.r':d'.t 



men, A - 

r : t .1 |s .f : n .r 



jah ! Hal - le - lu - 



d" :- It :- 

men, A 

n . f ; n ,r[ 8 .1 ; 8 .f 

jah! A - - 



d> :- I- :- 

men. 

n 



:- I- :- 



men. 



A stroke over a note thus — shews where the Tenors are recommended to introduce the thin registw* 
and a double stroke thus sa shews where they are advised to use the thick register. 
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Ex. 172. KEY Or. 

.d :r .n : f .s,f 



AMEN. Optional Tones, m f 8 1 



n . d^ ; t .d' ; 1 .t 

meii»A • 

•d : r .n : f .8,f 



d^8,f: n .d : r .t| 



men,A 

n 

men, 



.n : f .r 



Alhreeh tsherger, 

d : .1 ;f .s,f i 

men, A 

n . 8,f;n .d ;r .ti 

meiiyA 



-. D.t. 

PI .d' : - .t : - .1 ir'.d' : - .t,l: t .d',r'| 


iiien,A 

d .n :r .8 :d 

mexiyA - men, 


tin : r : s 

A 



n' .r^d|^l t .d' : f 

men^A - men, 

d .f : - .n : - .r 



f. G. 

d ; wti .d ; r .t| 

men, A 

n .d' :«r .n : f .8,f 



men,A 



d .8 : r .n : f .8,f 



mcn,A 

n : t| .d : r .8| 

men, A 



men,A 



n,8.1,t: d' 



n .1 : r 



:- .t 



men,A 

d : ,n.r,d:r 



men, 



: 8 



" .d : -.t|,li: ti .d^rl 



d' :- 

men. 

d :- 

men. 



THE CTTCEOO. 
Ex.173. KEY C. M. 112. Bound for four parts. Optional Tones, d' r' m' 



II 
ji 

II 
II 



8 . : 8 .,s I n' : d' 

Hark! 'tis the cue • koo's 

d'. :d'.,d'|d' :d' 

List to the mel - low 



s : I :1 Is :1 (s :f 

voice. From' yon - der sha - dy 

G. t. 

t : I : rig IS : - .1 [ s .f : n^ 

notes. The! song I dear - ly 



:n' |di 

Cue - koo ! 

: n' d' 

Cue - koo ! 



n : n .,n I 8 : d' 

Hark! 'tis the cue - koo's 
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t : 
voice, 



I :f 



From 



n 



: f In : r 



n : 

grove ; 
f. 0. 

ds : 

love. 



A, L, C. 



:n' Id' 

Cue - koo ! 

:n'' Id' 

Cue - koo ! 



yon - der sha - dy grove ; 
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7S 



il 



n : n .,n I n : d 

list tothemel - low 



8 

notefl, 



G. t. f. 0. 

: tn m ;-.f | n .r ; d.t||ds 

The! song I dear - I7 ' love. 



d :d.,d|d :n ig • 

Hark! *tisthecuc - koo's' voico, 



II 



d : d .4 1 d : n 

List to the mel - low 



8 

notes. 



:d 

From 
G.t 

:Bd 

The 



d :d 

yon - 



song 



.d 1 8| : 84 

I dear - ly 



ti :U id : 

der sha - dy 1 grove ; 



f . 0. 

1^8 






love. 



D.O, 






\ 



! 



Coda. To be sung by all together. 



:n' Id* 

Ctt -koo! 



:n* Id 



Cue - koo ! 



: n' Id' 

Cue - koo ! 



PP , 



jdi 

Cue - koo ! 



Ex. 174. KEY Or, 



.81 

l.The 
3. In 

.81 



d : — 

May 
May 

Hi : — 



time, 
time, 

I Hi 



THE MAYTIME. 

Words bt J. S. Stall ybrass. 



.8, 

the 
in 

.81 



n 

May 
May 

8| 



time, 
time, 
I Hi 



.81 

how 
oh, 



A, L, C. 

8i .f : r .t| |8 : - ,81 

love - ly and fair, how^ 

waste not the hours, oh, 

: .8| | 8( .f : r .tf 

How love - ly and] 
Oh, waste notthej 



n .,f :n .r |d : - .f 

love - ly and fair, What 

waste not the hours, Go 

8 : - .8, I n .,f : n .r 

fair, how love - ly and 

hours, oh, waste not the 



n : 1 .,1 |r .fe : - .fe 

pas - time and pleasure are 

twine you sweet garlands of 

d : - .d id : d .d 



fair. What pas - time and 

hours. Go twine you sweet 



8 






there; 
flowers; 

t| .r : - 

pleasure 
garlands 



.d 



are there; The] 

of flowers; Oh!^ 



: I : .r 

The 
And 

ti : d .d | r .,d : t| 

night - in - gale sing - eth, 
far on &e mea - dows, 
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n 



:f .f 1 8 .,f :n 



lark it up - spring - eth^ 

deep in the sha - dows, 

«ii*diti: 1|4 JiltuPitr : dt ,d 

La la la la la la la, Ln 

Lalala lala Iala,La 



r ,d jT : n tr .n | f «n »£ : 8 , (8 



La 


la 


la 


la 


la 


la 


la. 


La 


La 


la 


la 


la 


la 


la 


la. 


L^ 


t|. 


< 


d 


• 


|r 


• 


:n . 




la 




la 




la 




la 




la 




la 




la 




la 
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1 

la 



la 
la 



If 

la, 
la. 



:n .r 

O - ver 
There is 



J^ la la la la la, 

■La la la la la la, 



d .r : - .r In 



field 
fulness 



and hill 
of life 



- .f 



and 
and 



.t| : ti .d |- .8| : d .r 



0*er field 
Is fulness 



and hill and 
of life and 



8 
dale, 

n 

dale, 

joy. 



- !- :8 .f 

o- 

Andihc 






n.f:-.n|r :-•! 



field and hill and 

reacheth us no an 

.r : r .d|- .d : t^s 

O'er field and hill and 
There reacheth us no an 



d :- I- 

dale, 
noy. 

d 



dale, 
no}'. 






.8 

The 

.n 

The 



8 
May 



May 



- In 



n : — 



•n 



time, the 

Id :-.d 

time, the 



n 

May 

8| 
May 



- Id 



tune, 

jni : 

time, 



.d 

th^l 

•ni| 

the 



'1 



love 
8| :t| 



love 



I- :f 

- ly 
I- :t, 



Fine. 

n :- Id 

May - time. 

d ; 8| |ni 

May - time. 



/^ 



.d 

2 The 



D. t. 

: I : 
d :t|.l||nl :8.f 

gates of the earth that were 



: I : .■d») 

The 

n.f ; n.r Id :d 

locked up so faat, Let 



i\ 



f. G. 

d' : t .1 1 ni : 8 .f 

gates of the earth that were 

r .,r:r jntj : t| .,ti 

out their poor pris - 'nors at 



n .f :n .r |d 

lock'd up so fast, 

d : - .8| |n, 

last. Let out 



: ti d .,d : r | n 

Let out their poor pris 

: 8f d : d | d 

their pris • 'ners at 



: f e .,f e 

'ners a 



3 

s 







.f 

As 
•ti 

As 



n .f :- •£ |n ..r : d .n 



li-lies, 

d »r : 



£ - lies, and ro 



and ro - scs, An4 

•r I d Mt | : d .d 

- seSjAnd 



8 .8 : 1 .1 |8 .f :n .r 

vi - - lets for po - Bies,Andth< 

r\ ,r\ : f •£ |n .,r :d • 

vi-o - lets for po • sies. 



.r :-,r In :n.f i8 : — 

pinkB,and the bnnch-es of blue 

.t| : ti.d I- .si: d .r n : — 

Thepinksandbimchesoll bl«& 
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1 8 :8.f 

bftllfl^Awd the 

|n 

Ibells, 



n.f :-.n |r :- .r 

little redpim - per- 

•r : r .d j- .d : t|.8| 

The little rcdpimper- 



d 

nels. 

d 

nels. 



D.O. 
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Ex. 175. KEY D. 










% Soprano. 






• •It 

• . 1 . 
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• 
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18 


8 :- 


• ^^ 
• 
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Chorus. 
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The 


sea 
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:n 


n 


:n 
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La la la la, &c. 
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:d 
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d :- 


• 
• 


IS. 


• __ 
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f :- 
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• 


t 


* 
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:d^ ' 
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t :- 
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'"■ .'"■ 


jes - tic, 
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- 
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and 


free; 
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less 
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lull 
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Modulator Volimtaries now include transition of 
one remove. These should not he made too difficult 
by wide and unexpected leaps on to the distinguish- 
ing tone ; nor too easy by always approaching the 
distinguishing tone stepwise. While the eflfects of 
transition are in process of being learnt these exer- 
cises may be solfaady but the teacher cannot now be 
content with solfaa-ing. Every exercise should also 
be laadf p. 37) and that to the Italian laa, p. 2. 

Two-part Modulator Voluntaries interest the 
pupils much and form good voice exercises when 
sung to the pure and open skaalaa^ and the simpler 
they are the better for this purpose. But if they 
are made difficult to the pupil they become difficult 
to the teacher and his attention is so taken up with 
the music he is making that he forgets to listen for 
the proper quality of voice. The teacher who 
would use only good two-part music should prepare 
such exercises carefully. 

Sight-laa-ing. — The laa-voluntaries are really 
sight-sing^g exercises, if the teacher does not get 
into self-repeating habits of pointing. See p; 42. 
But, at their best, they give no practice in reading 
time at sight. Therefore the al^olute necessity of 
sight-laa-ing from new music (as the monthly 
Eeporter) or the black-board. 

Memorizing the three keys. — ^The pupils should 
now know from memory, not only what is above 
any one note on the modulator and what below it, 
but what is on its right and what on its left. The 
one key no longer stands alone on the mind's modu- 
lator. It has an elder brother on the right and a 
younger on the left, and each of its tones bears 
cousinship to the other two families and may be 
called to enter them. Therefore at all the later 
lessons of this step exercises should be given in 
committing to memory this relationship, p. 51. 
The pupils must learn to say these relations, collec- 
tively and each one for himself, without the modu- 
lator. 

Memory Patterns. — It is difficult to indicate 
divisions of time by the motions of the pointer on 
the modulator with sufficient nicety to guide the 
singer in following a voluntary, and it is important 
to exercise the memory of tune and rhythm. For 
these reasons our teachers give long patterns — 
extending to two or more sections — including some 
of the more delicate rhythms. These patterns are 
given laa-ing but pointing on the modulator. The 
pupils imitate them, without the teacher's pointing, 
first solfaa-ing and then laa-ing. 
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Memory Singing. — ^The practice of singing whole 
pieces to words from memory, — in obedience to the 
order ** Close books : eyes on the baton," — is a very 
enjoyable one. The singer enjoys the exercise m 
subordination to his conductor along with a sense 
of companionship in that subordination, and de- 
lights in the effects which are thus produced. This 
practice is very needful at the present stage in order 
to form a habit, in the singer, of looking up from 
his book. This should now be his normal position. 
But, as from necessity, the learner's eyes have 
hitherto been much engttged with his book, he will 
have to make a conscious effort to form ^' the habit 
of looking up." Occasional " Memory Singing " 
will make him feel the use and pleasure of this. 

Ear Exercises, as at pp. 24, 42, will fasten en 
the mind the mental effects of fe and ta. 

Time Ear Exercises, as at p. 24, should still be 
continued with the new difficulties of time. 

Dictation, as at pp. 12, 24, with the new language 
of time just introduced, will now be carried to a 
much greater extent. Copies of tunes belonging 
to this step from other courses, or original compo- 
sitions, or pieces for special occasions, can thus be 
rapidly multiplied. When once the practice of 
Dictation and the use of the " Tonic Sol-fa Copy 
Books " has got into familiar use in school or class 
many things can be done by it. Some schools are 
taught entirely by a Modulator, a set of Wall 
Sheets and Copy Books. The further we go in 
Dictation the more useful the time-names become. 
The "announcements" for Ex. 174, 1. 3, m. 2, &c., 
would be as follows: — " traa-ai m" — " taatai 
f f "— « TLAA-efe 8 f "— « taa-ai m "— " traataitee 
r d r " — " taataitee m r m^' — tlaataitee f m f " — 
taa^attee 8 s " — " traasat 1 " — " taa5^/ b " — 

TLAASAI f" — " TKAATAI d T " — " -AATAI r " &C. 

The third measure of the same tune would be 
announced thus " tbaatai s-one f " — " taatai r t- 
one." 

Pointing from memory and Writing from 
memory, as at pp. 12, 24, should still be practised. 
The second does not at all take the place of the 
first. We have known pupils who could write from 
memory, but could not point the same tunes on the 
modulator. It is important to establish in the 
memory tiiat pictorial view of key relationship 
which the modulator gives, especially now that the 
study of Transition is added to that of the scale. 
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QUESTIONS FOR WRITTEN OR ORAL EXAMINATION. 
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1 Name the tones of a chord of F. 
Say in what respect \a it like the chords 
T) and ST How is it related to the chord 
D, and how would you describe its 
mental effect 7 

2 Describe the chord 7S. In what 
case is the dissonant effect of /ah 
M^ainst 8oh more dightly felt T How is 
tiSe fah in ttds chord commonly pre- 
pared, and how is it alwavs resolved ? 

8 What is meant by "ambiguity of 
diords," and which of the chords can- 
not be imagined to belong to more than 
one key! 

4 what is a major chord ?— A minor 
chord t — a dimiushed chord? — and 
which of tiiese are in themsdves the 
most acceptable to the car ? 

6 What is the difference between 
the tones ray and rah ? Which tones 
«tf the s(»le require rah to tune with 
them, and whum ray % 

6 What are the tones of the chord 
BAH? In what position is it most 
commonly found f And how would you 
descxibe its mental effect ? 

7 What are the tones of the chord 
T! How are its root and fifth 
usually resolved t In what position 
and imder what drcumstanoes is it 
commonly employed, and what is its 
mental effect ! 

8 What are the tones of the chord 
L ! In what i>osition is it used apart 
from the minor mode? And what 
chord is used interchangeably with it ? 
What is its mental effect ? 

9 What are the tones of the chordM ! 
Cem it be easily substituted for the 
dominant or sub-dominant like the 
chords T and B ! Is it much used T 

10 What dissonance is there in the 
chord TB, T And how is it inr^Mured and 
resolved f For yrbat chord, in cadences, 
do modem writers often substitute 7B& ! 

11 What is the chief source of men- 
tal effect in a chord? And in what 
nosition is that mental effect best 
developed ! 

12 what is a cadence t Name the 
last three or four chords of a tonic 
cadoice.— Of a dominant cadence. — Of 
«.plagal cadence. — Of asnrprise cadence. 

13 What is the principal case in 
which a chord is used in its c position. 
«m1 what is the pecnUaiity of this case I 
In what other cases is the e position 
allowed, and what are its three princi- 
pal apcdbogiea T 

, 14 Can you mnember any pecu- 
liari^ in the doubling or omission of 
the third which beloogs to tiie chord 'B! 
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Or any other peculiaritv whidi belongs 
to minor choxds generally ? 

16 Where are the little st^s of the 
scale 7— The greater steps 7 — ^The smaller 
steps 7 By what intervals are the two 
little steps of the scale separated from 
one anomer f How can you define doh 7 

16 Winch are the most markedly 
characteristic tones of the scale ? And 
how may they^ be described 7 

17 What is transition 7 In what 
respect are those tones of a tune changed 
whidi do not ebange their pitch 7 

18 What is the sharp distinguishing 
tone, and what is its effect on me ear 7 
What is the fiat distinguishing tone 
and its mental effect 7 

19 From the ear's dislike to the tri- 
tone as a melodic progression, what 
melodic phrases, often repeated, nata- 
xaUy snggegt transition 7 

20 What is meant by the first sharp 
key 7 — ^The first fiat key 7 — ^Ih goizig to 
the first sharp key, beside the suteti- 
tution of the piercing tone for the 
desolate tone, what change of effect 
takes place in the tone a third above 
the distingnishing tone? Does any 
other change besides that of effect take 
place on the lah 7 (see " Grave ray " p. 
46) In gcnng to the first fiat key, 
besides the chanse of a pierdng for a 
desolate tone, what chimge of effect, 
and what other change takes place in 
the third above the new distinguishing 
ttme! 

21 What is the difference between 
the principal and a returning transi- 
tionT 

22 What is a bridge tone! Give 
examples of a bridge tone making tran- 
sition through the HiaH«gni«hiT>g tono 
of the new key. 

28 what is the meaning of the little 
notes placed to the right ox left of tiie 
key simature in tranmtion 7 

24 what are the general mental 
effects of transition to tiie first sharp 
key ;— And to the first fiat key 7 

25 How would you indicate transi- 
tion by the manual signs 7 

26 What kind of dfeot is produced 
on the mind when /« does not move to 
8oh in the next chord, or when ta does 
not go to 2<tA !^And by what name is 
that effect called 7 

27 What is the commonest case of 
tranaitian to the first shar p ke y, and by 
'vdiat name is it called ! What is the 
difference between tiie flat and sharp 
keys in this respect ! 

28 What is the commonest case of 
transition to the first fiat key, and by 



what name is it called ! How does the 
sharp key differ from the flat in tiiis 
respect! 

29 How do you d^ne extended 
transition! Which of the two transi- 
tions is more used in this way 7 

30 What is a sharp? — ^And what 
relation does it bear to tiie tones winch 
stand below and above it in the scale T 
What is a flat 7— And what relation 
does it bear to the tones abore and 
below it in the scale 7 

31 On what particulars of knowledge 
and skill does a good musical recitation 
depend? What are othor words for 
the articulations and ccmtinuatiooB of 
voice ! Which of thc»e two is the more 
important 7— And why? Why is the 
o^her of the two to be first studied 7 

W Name and illustrate, by ezanqde, 
all the five lip articulations. 

33 Name and illustrate the two arti- 
culations of lip and te^li. 

34 Name and illustrate the two arti- 
culations of Tip-tongue and te«th. 

36 Name and illustrate the five arti- 
culations of Tip-tongue and palate. 

36 Name aiid illustrate the two arti- 
culations of the Hid-tongue with the 
Falate, in which the Tip-^ngue takes 
a very decided part, the two in which it 
takes a less decided part, and tiie two 
in which it tak^ no parL 

37 Name and illustrate the three 
Back-tongue articulations. 

38 Name the six artumlatioBB with 
dmt paasasre, placing the two qualities 
(breath and voice) together in couples. 

89 Name, as aoove, tiie eig^t articu- 
latiooa with central passage. 

40 Name, as above, the five articu- 
lations with side passages. 

41 Name the three articulations with 
i )fMM-? passage. 

42 Describe the aspirate H. In the 
articulations what organs of speech 
come in contact and sq[>arate 7 

43 Whidi are the consonants least- 
capable of being sung 7 Which are the 
sixHisses! WhicharethesixBuzses? 
How far are the BiaBes and Buzzes 
capable of being sung ! Whidi are the 
three smothered consooants! Which 
are the five which can be nnumuxed or 
hummed. What is a Glide ! What is 
the difiference between the GUde joming 
h and oo and that joining h and «e! H 
two sounds are kept distinct, but pro- 
nounced rajndly one after the o&er, 
what more do they want to munke tiiem 
into a syllable ! As scarcely any of tiie 
consonants axe pleasant ^mea sounded 
alone, what part of a. conaanaatal effeol 
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isittiuitaBabe TMlIy Bomidedt ibid 
what habit in the management of the 
organs of voiee is it therdmre important 
for ilie Boifler to form T 

44 Describe in writinflr ten oonman 
errars in tiw nse of consonants. 

46 What is the diffeienoe li e f twem 
the Teonxrenoe of aooent uaumg the 
polseaof BHudc and amon^ the poises 
of public meedi 7 Give iUnstratians of 
the ** mbBM meamres" of q>eech. 

46 What is the pnipoae of a chant, 
and into what prmcq)al parts is it 
divided t What governs the length of 
the xedting tone! In teaching ihe 
music and words of a chant, whieh 
shouU be lesxnt by heart timmghont the 
whole ! How shoold the redtation of 
wotds be stodied ! 

47 What is the name for a silent 
quarter of a pulse, when it oomes 
within tiie accented half f— When with- 
in the nnaoceated half!— How is it indi- 
cated in ilie notation ! 

48 ByiHiat T0W«1 is Um ftrst third 
of a poise indicated ?— the second T— tiie 
last! How are thirds of a pulse wzittsQ 
in tiie not ation t 

40 What different sorts of aoeent 
are there in a nnnioal pssssg e. a nd 
how do TOO define a poise! What 
mast the Tonic Bol-f a translator do 
when he wishes to know whether 
crotdMt, qpaver, or minim, are treated 
as the poise in a cofrnmnn notation 
tone! How shoold qnicklT moving 
nx-pulse measore be taa-taid ! 

60 Why is the piq>n not tan^^t to 
beat time in the early steps ! 

61 Describe the kind of exercises by 
which t^ teacher endeavonxs to infuse 
into his pupils a sense of time. 

63 Desmbe the most dearly visible 
vfays of ben ting two-pulae 
three-polse—fomvpolse— six-poise. 

68 The beat to the light ' 
oiated in fbor-polse measoxe with a 



mediom accent, iHiT is it also soitable to 
the secondptdseof three-pulsemeasnre ! 

64 Does the quality of tone in the 
lower part of a woman's voice differ in 
any respect fron that of the same tone 
when prodoeed by the hicher part of a 
man's voice ! what rega t er of their 
voices are male sinsers commonly 
ashamed of before t£eir voices are 
ooltivated! 

66 What register is most nes^ected 
in onoultiyated women's voices f Des- 
cribe the means by wfaudi the teacher 
leads his female pupils to recognise 
their tiiick register. 

66 Describe the process by whidi 
tiie thick xegistar in women is stzength- 
cned. 

57 What is meant by the blending 
oftherea is ters! Describe the exeeases 
by which the thick and thin registers 
are equalised. 

68 What are the Sol-fa names oi 
tiie optional tones of a tenor voice in 
key C ?— G !— Bb !— F !— A !— D ! If a 
groop of tones commeaoing on an 
opticmal tone ascends above O, in whidi 
register would yoo begin it ! Ifsocha 
group commcBflangbuow tiie optional 
tanH ascends to r, in which register 
would yoo begin! If soeh a group 
begiiming above descends into the 
qpnonal tones, what register wonld yoo 
ose ! If otiier things are equal, ifMch 
registsr woold yoo prrfer on IJie op- 
tional tones for a /one passage !— for a 
piano mssage ! 

68 What is the advmtsge of a 
knowledge of dissonanees to the ringer! 

60 Wlnt are the five prindpal 
apologies for a part-poise dfisonance 
on the weak part of a poise! What is 
the common rescdntion of part-poise 
dissonances on tiie straw part <n the 
pulse! What are the tuee prepara- 
nons for meh diisonanees! And the 
names for those preparations! Why 



does a composer sometimes leave a dii" 
sonan oe o nprepared ! 

61 When a class is competent to 
study this sobject of dissonances, how 
does the teacher introdoce it practically 
to their attentifim ! 

68 Among faU-polse dinonanoes» 
which of them are used more freely 
when the poises move qoiekly tiun 
when they move slowly! How are 
f orestrokss used when smoothness oi 
melody is the object, and how wfam 
dissonant effect is derired ! 

68 Describe the six additicaal e»- 
dences introdnoed in the two^art 
exereises of this step. 

64 What is a section! What is a 
phrase! What is a period ! What is 
a sectioned two measores called !—OBa 
of three measores !— One of f oor ! 

66 What are the iiiree principal 
dements of good Form! wl^ is it 
more imixnrtant for the singer to study 
the principles at mnrical form than for 
the listener! 

66 What are the three qoestionfl 
which even elementary piqiijs dioold 
answer in respect to every t3mM,'betoe 
it is songf What are Am other 

goestions which piq^ siioDld answer 
I a oomplete parsiair of musical form T 

67 • ^w shoold modulator vdua- 
taries at this step be conducted ! 

68 Whence uie necessity of sight- 
laaing from books ! 

60 Whence the importance of memo- 
rizing the modulator ! 

70 Why are memory patterns of 
ose! 

71 Give reasons for the practice of 
iwcimory singing. 

72 What new powers of dietation 
do the time exenases of this step being 
tons! 

78 Why dioold pointing frooi 
m emo ry as well as wiitiagoe oon- 
tinnedi 
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74 Hold a steady tone with one 
breath for twenty seconds. 

75 8ing with a beautiful forward 
qualUiy of voice eadi part of Ex. 121 in 
key KM. 70. 

76 Name pulse br pulse the diords 
in the first and third measores of Ex. 
122, p. 46^ 

77 Laa in perfect tune the second 
part of Ex. 122, while vour teadier or 
some other i>ereon, witA correct voice, 
laas the first or third part. p. 46. 

78 The teacher havin|3r caused to be 
sung to figures consecutively, chord by 
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diord, Ex. 122, omitting the second mea- 
sure, let the pupils say to which figures 
the chord Da was sung ; the same with 
ExB.128tolS6. Bvendementazypupils 
should know by ear the mental effects 
of the principal chords in tiieir a posi- 
tion, jyp. 46to47. 

79 ta the same manner let the pupil 
distingmsh the chord of Sa in Exs. 122 
to 126. 

80 In the same manner let the pupil 
distingnish Fa in Exs. 122, 128, and 124. 

81 In the same manner let the pupil 
distinguish 78a in Exs. 122 & 123. 



82 In the same manner let &e pupil 
distinguish La in Ex. 126. 

83 listen to thelaaingof Bxs. liS 
to 126 and name tiie cadences, p. 48. 

84 In the same manuer as question 
78 let the pfupil distingnish m diord 
D5 in Exs. IM and 126. This and the 
foUowinff four queetian8(to 88) mayjw 
answered by the more advanced popHs* 

86 In the same manner let the pupil 
distingnish De in Exs. 124 and 126. 

86 Jb the same manner let the pupil 
name F^ in Exs. 124, 125, and 126, care- 
fully distinguishing it from La. 
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87 In the same maimer let the pupil 
name BJb in Ex. 124, and iBJb in Ex. 
126, carefuUy distingmfihingthem from 
Fa. 

88 In the same manner let the pupil 
name Ta in Ex. 126, and Tb in Ex. 125, 
earefolly diBtingnJHhing them from f&b 
and f&e. 

89 The teacher singing or causing to 
be sung to figures (one to seven twice) 
Ex. 1276, letthe pupil decide on -what 
figure the distinguiahing tone of the 
first sharp key was heard. The same 
with Ex. 128. p. 60. 

90 In the same manner let the pupil 
name the distinguishing tone of we 
first flat key in Exs. 130, and 131. 

91 The teacher singing or causing to 
be sung to flgores (eignt to one line, six 
to the next) Ex. 133, let the j^ixpil name 
by its flgiure first the distingnushing tone 
of transition, and second that of return- 
ing trajosition. 

92 The same with Ex. 136. Sevens 
metre. 

93 The same with Ex. 140. Ck>mm(m 
metre, or eightnsixes. 

94 The same with Ex. 143. 

96 Sig^ial by manual si^ps and from 
memory, so that quick pupils could sing 
from your signalling, Exs. 66, 99, and 
the air of 97. p. 61 and preface. * 

96 Signal, as above, the first and 
third parts together of Exs. 96, 96, and 
123. 

97 Signal, as above, the first and 
third parts of Exs. 124, 125, and 126. 

98 Mark the best breathing places (to 
Buit the phrasing and the sense) for the 
first and second verses of Ex. 133, second 
line of the poetry, and Ex. 134, third 
fine of the poetry. 

99 Add any marks of expression (p. 
SO) which occur to you in EScs. 140, 142, 
143, 144, and 145. 

100 Fitdi without a tuning-fork the 
keys B, B fiat, E, E flat, and A flat. 
The pupil has not satisfied this require- 
ment, if when tested he is found to be 
wrong so mudi as a step. 

101 Sing to words any one of Exs. 133 
to 145 as required, p. 25, question 46. 

102 Enunciate, with freely moving 
jaw, Ex. 146, first with the vowel oa, 
next with the vowel oo. (p. 61.) 

103 Enunciate Ex. 147, first with the 
Yowel ait az^d then with the vowel oa. 

104 Enunciate Ex. 148, first with the 
Towel e«, and then with the au. 

106 Siog correctly on a single tone 
any three words from each paragraph 



of Ex. 149 which the teacher points to. 

106 The same with Ex. 160. 

107 The same with Ex. 161. 

108 The same with Ex. 162. 

109 Bedte, in exact time, the ex- 
amples in the second colunm, p. 63. 

110 Taatai on a single tone, exactly 
as marked, the rhythms of Exs. 123, and 
126. 

111 Taatai from memory any one 
of the Exs. 167 to 161,— the first pulse 
beiog named. 

112 Taatai the upper part of any 
one of the Exs. 170 to 174. 

113 Beat, as directed (p. 66) four 
two-pulse measures at the rate of M. 
60, pause for two measures, and con- 
tinue the beating at the right moment for 
two measures more. A aleat metro- 
nome not seen by the pupil is the best 
test of this exercise. 

114 The same, with four-pulse mea- 
sure, M. 90. 

116 The same, with three-pulse mea- 
sure, M. 60. 

116 The same, with six-pulse mea- 
sure, M. 120. 

117 Sing to koo with the thin register 
Exs. 162 or 163 whichever the teacher 
chooses, p. 66. 

118 Sing to koo with the thick regia- 
ter Exs. 164, 166, & 166, whichever the 
teacher chooses. 

119 Sing to koo Exs. 168,- and 169, 
whichever the teacher chooses, making 
the roisters of the same loudness and 
quality. 

120 Mark, for the Tenor singer, in 
Ex. 133 first, the optional tones, and 
next the places at wnich it is most ad- 
visable to change register, as is done in- 
Exs. 170 to 173, and as suggested, p. 68 
and question 58 above. 

121 The same, with Exs. 136, 136, 
137, 138, 143, and 145. 

422 Without, at the time, referring 
to pp. 68 and 69, turn to examples of 
the part-pulse passing tone — anticipa- 
tion tone — ^waving tone — hanging tone 
— guiding tone — horizontal xorestroke 
— obliqueforestroke— wavingforestroke 
— ^unprepared forestroke. 

123 Without, at the time, referring 
to p. 69, turn to examples of the full 
horizontal forestroke — ^the oblique fore- 
stroke and the unprepared forestroke. 

124 Without, at we time referring 
to p. 69, find examples of the following 
cadences, F, — R,— sD, — rD — ^weak pulse 
S — ^weak pulse 'D. 

125 Parse any one of Exs. 97, 116, 



134, 186, and 140, which the teaohar may 

126 * The same with Exs. 141 to 145. 

127 The same with Exs. 113, 119, 
120, 174, 176. 

128 Mark the best breathing places 
in each part of Exs. 170 to 178, so as to 
sustain the voice, shew off the musical 
phrases, and not interfere with the 
sense ox the words. 

129 Add any marks of express i on 
(see p. 80) whidi occur to you to Exs. 
170 to J74. 

130 Sing to words any one of Exs. 
170 to 174, as required, p. 25, question 
46, which the teacher may select. 

131 Follow the examiner's pointing 
in a new voluntary, striking the dia- 
gruishing tones both of the tost ahaxp 
and the first flat keys by leaps, and 
singingtoZoa. 

132 Point and sol-f aa on the modu- 
lator, from memory, any one of Exs. 
133 to 144, chosen by the examiner. 

133 Write, from memory, any other 
of these twelve exercises chosen, by the 
examiner. 

134 Laa, at flrst-sight, any exerdae 
not more difficult than these twelve. 

135 Say aloud or write down, with- 
out looking at modulator or book, the 
bri4^ tones, to right and to left of each 
scale tone, as directed, p. 61. 

136 Tell whidi. is /« and which is 
to, as directed, p. 25, question 66. 

137 Tell what tone {/e or to) is skaa, 
as directed, p. 26, question 67. 

138- Taatai any rhythm of two or 
three four-pulse measures, belonging to 
this step, which the examiner shall laa 
to you. See p. 25, question 68. 

139 Taatai in tune any rhjrthm of 
two or three four-pulse measures, be- 
longing to this step,which the examiner 
shall sol-/aa to you. 

140 Sing to words, from mCTiory, 
any one of f^. 133 to 145 chosen by 
the examiner, singing cither part, but 
taking the last verse of the words. 

141 Write correctly the three musi- 
cal phrases which would be dictated as 
follows: 1st, "Tbaatai me doh** — 
" «afatefe me ray doh "— " TBAA-efe <e, 
doh "— " Taa-ai ray." 2nd, " Trafatesa 
doh ray me** — "Taatai me doh** — 
" Trafatefe me ray doh te, "— " Taa-ai 
doh.** 3rd, " TnAATAman doh me soh** 
— "Taa-aiteb /ah ray"— "Tbaatai 
fah me "—"Taatai ray <fo* "—"Taa-ai 
tei. 
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To praetiu more advanced Chest Klang and tuning exercises. To read chords disguised by notation, Tt 
fMogniee ehromatie chords. To perceive the power of cadence and anphasis in developing the mental effect of a 
tone. To distinguish the various Modes of the Common Scale, To recognise and produce the characteristic 
cadences^ and distinguishifig tones of the Modem Minor, To recognise and produce Modulation and Transitional 
Modulation,' To recite correctly. To arrange toords for Chanting, Perception of the various modes of 
delivering toneSf — attack and release. To practise the degrees of Musical Force and Speed, To apply them to the 
various reqtirements of Melodic and Harmonic Expression, Parsing Musical Passages, The small Register. 
The lesser Breaks, Perception of Registers, Scales of Registers, Classification of voices. Management of 
optional tonss. Agility of voice. Sixths, Eighths, and Ninths of a pulse. Rare divisions of Time, 



Chett and Klang. — For each key the singers 
change parts. At fi. 60 the lower voices will have 
to economiBe their breath for 24 seconds. Key 
E7y the upper voices slurring each Phrase of six 
tones to uie forward Italian laa, M. 80. Key F, 



koo-ing, M. 72. Key E, laa-ing as above, M. 60. 
KeyF^ Sol-faing, M. 92. In all these keys Basses 
may use the thin register for d'. Tenors should not 
need to do so. 



Ex. 176. KBTS Et7, F, E and F j(. Chest and Klang Exercises. 
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Examination of Voices. — Since the proximate 
classification of voices, at the third step, p. 29, 
many voices will have changed. Cultivation will 
have developed new capacities. Each voice should 
therefore be examined afresh, and a report of its 
presert physical condition drawn out, shewing its 
easy Coi&pass, and it-s Quality and Volume in eadi 
register. The teacher will know, by its Best Region, 
whether it should be called First or Second Soprano, 
First or Second Contralto, First or Second Tenor, 
or. First or Second Bass. In large classes, and in 
ordinary evening classes, the teacher will not have 
time to go through this important process, unless 
he can command competent assistance. But, where- 



ever it can be done, every pupil should, several 
times in the Course, receive advice about the cha- 
racter and management of his voice. He [^ould 
in fact be "put in charge" of his own voice, and 
expected to present it in improved condition at the 
next examination.* 

Tuning Exercises, for the purpose described at 
p. 14, can now be continued, and with the same 
process — except that there can be no changing of 
parts. When the men*s voices are practised, the 
parts marked for first and second Soprano, should 
be sung by first and second Tenors, and tbose 
marked first and second Contralto, by first and 
second Basses. 
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• See p. 106, and " Voice Eeport Book,»* Is. 6d. 
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Ex. 177. KEY G. S.S.C.C, or T.T.B.B. 
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'He ia-de spised and-re | jected of men — II 'A xnan-of sorro-ws — I and 
quainted with grief — || . And-wo hid-as-it were-our | fa cea froin«liim — Ij 
. Ile-was-do spised 'and j we es teemed him not — 

. . Surely he-hath | borne our griefs — || And — J car ried oar sor rows — jl 
Yet-we^ did-es j teem him stricken — || Smitten of | God and af flic ted — 

'But he-was wounded 'for | our trans gresnons — H . He-was bruised for | our 
in i qui ties — || . 'The chastis ment-of our peace | was-up on him — || And with 
I his stripes we are healed — 

. . All we-like sheep 'have j gone a stray — || . we-have turned erery | one 
to his own way — || . And-the Lord hath j laid on him — || The in | iqni ty 
of us all — 

. . He-was-op pressed 'and he-was J af flic ted — || Yet he | op* ned not his 
mouth — II . He-was brought as-a j lamb to-the slaughter — || . And-as-a sheep-be 
fore-her shearers 'is dumb . so he j op* ned not his mouth — 
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And-I heard-a great Toice out-of | heaven — saying — || *Be hoid^the Tabenm de-of 
I Qnd — is with men — 

'And he-will dwell-with them-and they-shall j be his people — ) And GodJnm 

self-shall be-with j them and be their God — 
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'And 



; 'And God-shall wipe-a way-all tears — j from their eyes — || 
there-shall-be no-more death — | nei ther sorrow nor cry ing — 

. . Neitiier shall-there be — | any more pain — || . For-the for mer | things 
are passed a way — 

. . . What-are these-fokieh are-ar rayed Hn \ white — robes — || And — | whence 
— came — they — 

. . Hiese-are they-which came ont-of | great tribu lation — || . And-have washed-their 
robes 'and made-them | white in-the blooa of-the Lamb — 

. They-shall hunger-no more . neither | thirst any more — (j . Neither-shall-the 
sun light-on them . | nor — an y heat — 

. For-the Lamb-which is-in-the midst-of-the throne 'shall j feed — them — || 
. And-shaU> lead-them unto j liv ing fountains of waters — 

||: . 'And God 'shall | wipe a way — || All — j tears — from their eyes — : 

BisgniMd and Chromatic Chords. — In Ex. 177 
the dxord on the 7th pulse may at first be read 
''^^'Bcf but a little study of the modulator, and a 
quiet listening to the prog^ression of the chord, 
show it to be ^S<;. It is disguised by what is called 
the improper notation of transition. (See pp. 52, 6 1) . 
In analyBtng disguised chords we write the true 
name of the chord, and its resolution in parenthesis 
thus :— (»8(j D.) 

CfaroBMtie Betoliitioa. — ^The same chord at the 
12th pultaof Ex. 179 is no^ a disguised transition 
chord, because it is resolved chromaticsJly. (See 
p. 52). Infltead of moving to S, which would make 

BX. 179. KET 0. 

« 



a real (S D), it moves to Df?, a chord which, like 
^S and D^, has a peculiar power of deciding the 
key. "Dc, while it is itself the very Tonic of the 
key, puts also the very dominant tone of the key 
in the most prominent position, — ^the Bass. Thus 
the chord ^'«Il, threatened a transition only to show 
how fast it clung to the original key. In the same 
way we notice that *"D in the 15th pulse of Ex. 178 
is only ''S disguised. It makes the transition which 
we express thus, (^S D). But, the same chord in 
Ex. 179 — 4th pulse, is not a disguised transition 
chord, because it is resolved on ''S, the deciding 
chord of the origiual key. 
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Ex. 180^ Name all the 'chords in Exs. 177 to 
179. 

SffiMt of Afioent, Cadence, and the Orer- 
flfch ia developing the mental effect of tones. It 
is easy to understand how the placing of any 
particular tone under the strong accent ai a tone, 
will nfioesaaiily bring oat its proper mental effect 
into notice. It is also easy to understand how 
those resting points in a tuue, called Cadences, 
p. 48, must give emphasis and importance to the 
tone on wluch they close. A close implies a 
pause to follow, and even in Elocution, a pause 
after a word gives it emphasis. In these Khythmic 
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closes there is also, very commonly, a descending 
motion of the Melody which gives weight to the 
tone it falls upon. The very name — "Cadence," 
springs from this idea. But another source of 
emphasis is more easily felt than explained. It is 
the influence on any tone of its over-fifth, or what 
is the same thing, of its under-fourth. Though 
we cannot give reasons for the power of the over- 
fifth in mufflic, it may be interesting to observe that, 
in the order of consonances, the Fifth is, next to 
the Octave, the most perfect, and that the Fourth 
is next to it in trutii of accord ; that when a musi- 
cal sound is resolved into its constituent parts, the 
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Fifth is the third part or "partial," the First 
after the Octave of the Fundamental Tone, — ^that 
in Harmony, which is only Closer Melody, the 
Fifth soon came to be called the Dominant on 
account of its acknowledged power in deciding the 
key, and that Consecutive Fifths in Harmony are 
felt to be hard and disagreeable, probably because 
they suggest the idea of two tones with Dominants 
where one only is wanted. In the first line of a 
well-known tune, " St. Bride's," we have 1 made 
emphatic and predominant. — 1st, by the cadence 
upon it, and — 2nd, by the motion to and from its 
under-fourth : — 



:1 I PI :l.,t|d' :t |1 :- I-- \\ 

By precisely the same means, in its next line, d is 
niade predominant : — 



:d' 1 8 :d'.,r'|n' :r' I d' :- | — 

In the third line no one tone is made to pre- 
dominate in the melody : — 

:n' |r< :di |t :1 |s :f | n || 

But in the last line, by the influence of its 
over-fifth, by accent and by cadence, 1 again 
predominates : — 

:n' II :r' | d' :t | 1 :- I - II 

Another example is afforded by the old tune. 
" Martyrs." When written according to the oldest 
copies, those which correspond with the present 
singing of the tune in the Highlands of Scotland, 
the tone r is made to predominate, in the first line 
oy its twice rising to its over-fifth, and making a 
cadence on it : — 



If 



:r |i :r |1 :f In :r |1 II 

In the second line by its cadence on the undor- 
fourth : — 

:1 Id' :1 It :r' |1 :- |- II 

In the third line by its cadence : — 

:1 Id' :s |1 :f \n :r |1 || 

And in the last line, after three cadences on the 
fifth of r, by a very decided cadence on r itself 
falling from its over-fifth : — 

:d' It :s It :1 |r :- I- 11 

The Modes. — This power of making any one 
tone of the Scale so prominent as to stamip its own 
chriracter on the whole or any part of a tune, was 
early understood among all nations, long before 
what we now call harmony was known. In the 



old Greek and Latin music there were as many 
Modes of doing this as there are tones in the Scale. 
In each mode special predominance was given to 
some one tone. Even to the-.present day me gr«at 
eastern nations of Persia, India, and China, who 
dislike our harmony, are exceedingly exact about 
the correct intonation of the various modes of 
melody. (See examples in the " Historical Speci- 
mens " of my " Common Places of Music "). 
Much of the old music of Scotland, Ireland, Wales, 
and England, cannot be written as still traditionally 
sung, except by the use of these modes ; and when 
(as in the case of " Martyrs " in ScoOand, 
" Bangor *' in Wales, and other well-known 
tunes) musical men, seeking to be wiser than 
Bach and Handel (who recognized the modes), 
altered the melody to suit the supposed require- 
ments of modem harmony, and printed these 
altered melodies, the consequence was that the 
people either ceased to use the tune or continued 
to sing it differently from the printed copy. 

The Modes are called by various names ; by the 
Greek, the Latin, the liidian, and the Chinese 
writers on music. It will be sufficient for ns to o^l) 
them by the name of the Scale-tone, whose mental 
effect pervades them. Thus we have three modes 
with a major-third above the principal tone or 
Tonic — ^three major modes — tiiose of Doh^ Fahf 
and Sohj and three minor modes, those of Lah^ 
Ray, and Me. The mode of Te with its diminished 
fifth, is but little used. Of the major modes, that 
of Boh is almost exclusively used in modem times 
and among the western nations. It was called, in 
ancient times, the Secular Mode — ^the mode of tho 
dance and the soug rather than of Ecclesiastical 
solemnity. No other mode suits modem harmony 
so well. Of the minor modes, the Lah mode has 
come to be the only one used among the nations 
of modem Europe, in connection with harmony. It 
could not be adapted to harmony, however, with- 
out alterations; and these so much modified the 
pure effect of the old mode, that we prefer calling 
the modified form "the Modem Minor" instead 
of "the Lah Mode." The history of the tune 
" Dundee " or " Windsor " will illustrate this. In 
its original form, and also as copied £rom ear by 
Dr. Mainzer, in his " Gielic Psahn Tunes," it is a 
Ray mode tune, and cleared from Gaelic flourishee, 
reads thus : — 

:r |r:n |f :n |r:r |d ||f |1:8 |f :n |f || 
:f |l:s If :n |r:r |d jjf |n:r |r:d|r || 
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This melody could haya been written so as to 
begin on 1 instead of r, without altering the inter- 
vals. Melody alone would not decide which mode 
it is in. When harmony began to meddle with it, 
a ^ leading tone " to the r was wanted, and the 
three d's were changed in some printed copies into 
de — ^which is a smaU step beneatii r. In this form 
the tune appears in Este's " Whole Book of 
Psalms,'' A.D. 1592. But, so strong was the 
resistance of the popular ear to such an alteration 
of the melody that, forty years later the tune 
appears in John Knox's Psalter with the first and 
second d's unaltered, and only the last made into 
de. Later still, harmonists found the JRay mode, for 
other reasons (See " Construction Exercises," p. 90.) 
un&YOurable to their purpose, and wrote the tune 
in the Lah mode, altering the three notes as before, 
thus: — 

:1 |l:t |d':t |1:1 |8e||di|n>:r>|d':t |d' || 
:d'|ni:r<|d':t |1:1 |8el|d>|t:l |l:se|l || 

But the alteration of the notes in the books did 
not necessarily alter the tones of the people's 
singing, and wherever books and instruments do 
not dominate, there may still be heard the clear, 
firm, solemn cadences of the old melodic mode, 
I 1 : 1 I B or in its older form | r : r | d 

and 1 1 : B | 1 or | r : d | r. Thus, 
in the Highlands of Scotland, this tune is stiU sung. 
Even in England the modem version of the tune is 
seldom used, except where there is an organ or 
some other instrument to make the voices sing 
according to book. It is felt by £tll that so intro- 
duces a wierd unsettled efiect, and greatly alters 
the whole spirit of the tune. It creates also a 
difficulty in striking the d' with which the next 
line begins. The ear naturally regards 
86 as a new t, and can easily strike after it, 
t or r', because they have something to 
correspond with them in the supposed 
new key ; but is puzzled to find d'. (See 
the diagram at the side). So, in the 
history of this tune, a curious thing 
happened. When musicians began to 
alter its melody, the people in the 
churches of Scotland, without presuming to resist 
the demands of harmony, or to contend against a 
learned Precentor or a Qioir, fell instinctiTJely into 
the expedient of striking some other tone of the 
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tame chords which was easier than the uncertain Be, 
and from which they could more easily rise to 
d'. A new tune called " Coleshill " — ^not interfer- 
ing with the harmonies of Dundee, was the result. 
It reads thus : — 



:1 11 :s Id' :8 |1 :1 |n |i 
:di In' :r' |d' :s |d' ||d' In" :ri |d' rs 
|1 :1 In lid' 1 8 :1 Iri.d':! |1 || 

The Doric or Bay Mode. — Before the introduction 
of modem harmony, this mode was the principal 
one used for worship. Throwing its emphasis on 
the earnest "prayer-tone" r, it was strong and 
hopeful as well as sad. The softer Lah mode can- 
not take its place. Much less can the modem minor 
with its sense of restless unhappiness. In Wales, 
both North and South, tliis mode is much preferred 
to the Lah mode, and popular tunes, printed in 
one mode, are sung in the other. The difference 
is easily observed, because (in addition 
to the question of the artifical leading 
tone) the expressive cadence d' 1 1 in the 
Hay mode, becomes B f m in the Lah mode. 
It is like transition to the first-flat key. 
(See diagram). Let the pupils notice and 
describe the changes of melody, which 
would be necessary to put the tune 
"Martyrs" above into the Lah mode. 
Let them do the same with the following 
old May mode tunes — singing them in 
both modes. The first is the burden or 
chorus of an ancient Christmas Carol 
" Nowell, nowell," which Mr. Chappell 
ascribes to A.D. 1460 : — 
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The next — "Bangor," is a tune of the ancient 
British Church, as it may now be heard in the 
churches of Wales and Scotland whenever sung 
without book or instrument : — 



:1 
:1 



f :n |r :1 Ir' :d'.t|l || 
II :d' .t |1 :s |1 /; 
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:1 |r» :d' |r' :f» jr' :d,til || 
:1 |r' :1 .s |f :n ir || 

These studies are not mere matters oi curiosity, or 
of history, for by far the largest part of the popa- 
lation of the world, at the present moment, makes 
nse of these various modes in singing. Mission- 
aries, abore all othezs, should study this subject 
welL 

The Kodem Kiner is built on the ancient Zak 
mode with adaptations to modem harmon}-. The 
relation of tones to one another is more strongly 
felt when they arc sounded together in harmony 
than when they arc mcrdy heard successively in 
melody. Harmony, therefore, introduces new 
princijdes. The chief principle of modem har- 
mony is that which chooses a particular chord, 
called the Tonic Chord, makes it preoccupy the ear, 
and then makes the chord on its over-fifth, its 
dominant, and that on its under-fifth, its sub- 
dominant, minister to it. The meanings and uses 
of these terms are given on pp. 20, 27, and 46, and 
at p. 48, this principle of ** Chord Belation " is 
illustrated by the cadences. Those who not only 
see, but ItUen to these cadences, will understand 
what is meant. In the common, bright, clear Doh 
mode the chord relationship was satiafieuitory and 
pleasant. Two strong major chords, S and F, two- 
fifths apart, yielded and ascribed simeriority to the 
chord I>, which stood equidistant oetween them. 
The modem minor is an attempt to apply the same 
chord relation to the Lah mode. Bat in no other 
mode, except that of Doh, are the Tonic, Domi- 
nant, and Sub-dominant all major chords, — and the 
car naturally dislikes two unsonorous minor chords 
(See p. 46,) together, especially in a cadence. 

8E. — In the Lah mode, X the Tonic, M the 

— 1 Dominant, and £ Hie Sub-dominant are 

1 all minor. The first harmonists shar- 
S6 pened the third of the Tonic X, making 
(s) the chord 1 de m, and this is still done 
sometimes in slow music, but the most 
f satisfactory artificial arrangement is that 
|i| which sharpens the third of the Domi- 
nant Jf, mfl^""g m se t, whenever it is 
wanted as a dominant. Occasionally, 
however, 8 is still used, especially in 
descending stepwise passages. Se is 
related to 1 as t is to d'. 
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Bah.— The use of m, instead of a, 

unpleasant gap in _ . ^ . 

I between sa aiid £ Tlieretee^'in mch 
passages the con^oser often introdneea 
anotiier tone iriii^ he uses in place of II 
It is rdated to sa aa 1 is related to t. 
We call it ««A and write it ha. :1 jaa :ba 
sounds much like : d' | t : 1 and 
: B I ba : se 1 1 sounds like : a 1 1 : t jd*. 
These are, therefore, two *' ai^emative 
tones*' in the modem- minor, one intro- 
duced for harmony's sake, the other for 
the sake of melody. Bmk^ however, is 
not so often subatituled for f as aa is 
for s. 



d 
t 



1 
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r f 
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Biifieiilties of the Singer. — Bah^ ascending^ is 
very difficult to sing. It has a hard and 
by no means pleasant effect. Hie best 
way to learn it is to practise thus : — 

:"8 il :t |«il:— I :n |1»:8e 
II :— :"8 11 :t li&c 

Even thus it is difficult, but difficultiea 
must be mastered. It is no diffieolty to 
the piano-forte, and few oonqpoaeia flbiidy 
the human ear and mind, — so that Imi is 
a tone more often used than enjoyed. 
The difficulty, already noticed, of siteik* 
ing d' after aa, is increased by the 
introduction of ba, because Imi abneng- 
thens the feeling of a change of key. This 
feeling also makes it difficult to strike % 
^especially by leap^ as is seen by the 
diagram at the siae, and felt by all 
f singers. It will be easily seen from the 
n diagram, and has often been felt by the 
teacher, that in ajnging such a phTWi< as 
this :m | ba :sa |1 :t ^ d' : — 
the pupils will sing da' in^ead of d*, and 
even in singing such a passage aa thi^— 
:b Iba :se |1 :— |m : — the pupOa 
instead of billing upon the same note with whidi 
they began, sometimes sing de as though it were 
the m of the major key drawn at the side, ^ich 
exercises as the following should be constantly 
practised from the 
and tiien laa-ing ; 
neart. f : — 



ba 
f 
n 



modulator, first eol-faa-inff 
first mast^ing d', next m'y 



|1 :8e|l)a:8e|l :d' ||1 :8e|ba:8eid< :- || 
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|l:n|ba:8e|S':- 111 rsejl :d|r :- || &c. 
|„ *ik».0etl ir\ 111 :8e 
|ba :8e |1 :— |n :— ||l.n:l».se 



1 1 .d' :ni II 1 
|1 :8eldi:l |f 
\n :ba.8e|l 
|1 :8e If 



:n .ba| 86 
;~ 111 :8e 



:n' 



« 
:f' 



I 



II &c. 
In' :- 



— n :— 



II 
II 
U 

But, few composers undeistand about this. They, 
therefore, sometixnes introduce tcmes which give 
great trouble to the singer without adding, in the 
least degree, to the beauty of the music. When 
composers write for a hired theatre-chorus (who 
dare not say that anything is difficult — ^much less 
hint that it is unnatural), we cannot wonder at 
their mistake. Even Handel has sometimes thus 
erred, and his notes to the i^irase ''thy people shaU 

ro^er, O Ijord," are seldom correctly sung eren 
the Handel Festiral chorus at the Crystal 
Palace. Tonic Sol-&ist8, after this warning, 
will know the difficulty and master it. Modem 
compoBers for the tmc8 oua^t to know the diffi- 
cult and, except when it adcU be«ity to the music, 
avoia it. 

Th6 Szereises. — Ab the modem minor is so much 
the creature of harmony, it should bo first studied 
in saxiL exercises as the following six. They are 
simply prerious Tuning Exerdses changed into the 
moaem minor : — 

Ex. )81. XBT S. Z is Cjj^ Compare Ex. 85. 
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1 :1 
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86 


1 :1 


1 :86 


1 :- 


d 


n :d 
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n :d 


d :t| 


d :- 


li 


d :1| 


n :- 


n 


d :1| 


n,:fi, 


li:- 


Ex. 


182. 

d :ti 


SET Bt 
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iaG. C 

ti :1, 


(Hupare 

t, :t| 


Ex. 86. 

d :- 


1| 


li:8ei 


1. :- 


ii 


861 :1| 


li :ae, 


li:- 


li 


1. :ni 


li:- 


ii 


Hi :di 


Hi :n\ 


1,:- 



Ex. 

n 


188. 

d :f 


XXT B!7. X 

n :- n 


is 0. Oompare 

d :f t| :r 


Ex. 128. 
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d 


li :r 


d : 


86) 


li :li 


8ei:ti 


li:- 


li 


litri 


li:- 


"1 


li :r, 


Hi :ni 


li:- 



Ex. 184. 

Sf r':t 


KBT c. 

se:- 


Xis 

r 


A. Comi>are Ex. 124. 

f :r' di :t 1 :- 


1 


f :f 


n :- 


n 


f :1 


1 186 


1 :- 


1 


r :r 


n :- 


d 


r :f 


n :n 


1 :- 



Ex. 


185. 

di rr' 


XXT C. 


1 is 

n' 


A. Compare Ex. 125. 

r' :di.t d' :t 1 :- | 


1 


1 :1 


16:- 


1 


86:1 


1 :86 


1 :- 


1 


1 :f 


n :- 


d 


ti:li 


n :n 


1 :- 



Ex. 186. SET C. Z is A. Compare Ex. 126. 
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d':- 
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t :t 
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86:1 


1 :8e 
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1 :n 


f :- 
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n :1 


r :n 


1 :- 



Chord BeUtJgii in the modem, minor. X is the 
Tonic of the minor mode as D is of the major. 
Therefore M, or with its commonly-sharpened third 
'^H^ is the Dominant, and JR the Sub-dominant. 
What is said of the relaticms and habits of D, S, 
and F (pp. 21, 26, 27), applies almost equally to X, 
*^M, and JR in the minor. What is said of ^6 
(p. 46], i^Hes to 7ie^, and the habits of ^E (p. 47), 
are imitated, as iar as possible, by ^T, and so on. 
For exactor particulars-^See ** Construction Exer- 
cises " .p. 90 to 101. The chord M (p. 46) is called 
the ''Mediant" in the. Major, and D is called 
"Mediant "in the Minor. "MinorD" (thatisD 
in the minor mode) is as little used as Major M. 
3, is called tiie " Super-tonic " in the Major, and 
T in the Minor. " Minor T," and " Minor T," 
are used HkeH and ^R (pn. 46, 47). L is called the 
" Sub-mediant " in the Major, and both F and 
£A are Sub-mediants in tno Minor. T is the 
chord of the " Leading Tone " in the Major, and 
S£ in the Minor. No chord on the flat-aeyenth 
of the Minor (S) is used in distinctively Minor 
passages. It will be noticed that we write the 
chord-names for the minor mode in ItaHc Capitals 
to distinguish them from the same chords when 
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influenced by the habits of the major mode ; for 
the same purpose of distinction in speaking we say 
" Minor X," " Minor T," &c. The student should 
compare the above six chants in every respect 
with their major-prototypes. To make the com- 
parisons one of ear as well as eye, the two versions 
should be load softly, the student looking at the 
major while the minor is s\mg, and at the minor 
wMle the major is sung. 

Ex. 187. Name all the chords in Exs. 181 to 186. 

Modulation originally meant singing in mode. 
We use it for a change of mode, as Scorn, the D 
mode to the L mode — from the major to the minor, 
or from minor to major. Major tunes frequently 
introduce touching cadences in their Zah mode 
or " Relative Mmor." (See Exs. 196, Meas. 
23. 212, Meas. 14). And, it is almost a necessity 
for a minor tune, that some large portion of it 
should be brightened by modulation to the relative 
major. (See Exs. 189,— ^th Meas., 190,— 11th 
Meas., 191,— 5th Meas., 192, — 4th Meas., 193,— 10th 
Meas). And even in 188 and 194 there are short 
phrases of major, with f and B to distinguish it. 

Transitional Modulation. — ^When the music 

changes both its key and its mode, at 

d I the same time, some beautiful effects are 

t n introduced. The commonest change of 

this kind is that from the major mode to 

the relative minor of its first flat key. 



1 r 

se-de 

d 

ba-t 

r I do 



This originates a new '* distinguishing 
tone " which we call (on the " improper 
method of notation) do. The bah is 
often used, disguised as t. Hie phrase 
t, : do I r is really : 1 | so : ba : so | 1. 



(See Ex. 234, Meas. 6). This "transitional modu- 
lation" is more frequently used in Passing 
than in Cadence modulation. * (See Exs. 
233, 245, and 236.) Additional Exercises, 
— ^p. 33, 3rd score ; p. 47, 4th sccJre ; p. 
49, 1st score ; p. 52, 1st score ; p. 54, 2nd, 
3rd, and 5th scores ; p. 80, 4tb. score; 
p. 88, 2nd score, and p. 60, 1st score. 
Another, though not a frequent Tran- 
sitional Modulation, is that from the 



s d 
t 
f 

n 1 
re-se 
r 

-ba 
d 



major to the relative minor of the first sharp key. 
This originates another distinguishing tone which 
wft call re. The bah, in this case, is rarely used, 
but it would be callea m jwissmg —^niation de. 
The transitional modulation of the first removt?- * 
minor to major is more common. Cases may be 
found moving to the first fiat key in Add. Exs. p. 
60, 3rd score ; p. 69, 1st score ; p. 88. 4th score, — 
and to the first sharp key in Add. Exs. p. 33, 3rd 
score ; p. 59, 1st score ; p. 60, 4th score ; p. 79, 3rd 
score ; p. 87, end of second score ; p. 96, 1st score. 

Accidentals. — ^Properly i^ealdng, nothing it 
accideirtal in music, but this word is frequently 
used to indicate any tones which are out of the com- 
mon scale. It will be the student's business to 
judge whether these tones indicate transition from 
the key, or lead to a chromatic eflect in the key, 
or are merely brief ornamental passing or waving 
tones. In the Tonic Sol-fa notation we indicate a 
sharpenednotebyalteringits vowel into M, thus d, deef 
(written to save space de) and a fiattened note by 
altering its vowel into au as in eauffht, thus m, man, 
1, lau, s, saUf and r, rau. To save snace these are 
written — ^ma, la, sa, ra. See Ex. 247. 

Bare Accidentals. — In uncommon cases like 
those in Ex. 247, the sharp of 1. is introduced. It 
is called le. It seldom has any very traceable key- 
relationship, but is introduced as an accompanying 
third to de. In the same way, but in exceedingly 
rare cases, bah is sharpened generally to accom- 
pany le. It is called be. In even rarer cases still, * 
the sharps of m and t are required. They could 
not be properly written respectively f and d, 
because that would make them slightly too high. 
The sharp of any tone bears a fixed relation — ^that 
of a little step to the tone above. Its relation to 
the tone from which it is named, varies sKghtly 
according as it is taken from a greater or a smaller 
step of ti^e scale ; but it is always less than a little 
step. The sharp of m may be called my, that of 
t may be called ty. If in similar out-of-the-way 
cases, the flats of d and f were required, the fiat of 
d would be called du, and that of f would be 
called fn. See Intro, to Staff. Not. p. 
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Ex. 188. KEY B^. Zia 0, Hather slow. 



1 1. Fare - 

:n, .n 



2 Fare - 
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well my own dear 
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Air « The Shepherd's Daughter," 
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Chorus. 






tl 


:-.lilli :8ei 


li :- 1 


• 


li :- 


Id :- 
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well. 




Fare 


well, 


fare ye well. 
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Hd 


you all fare - 


well. 






Fare 


well, 


fare ye well. 



OXJB LIFE IS EVER. 

2ToTB. — Sing it firmly, with the " pressure form " more or less marked on every second pulse of the measure 
Ex. 189. KEY 0. X is ^. M. 66. Graun, 



Our 



1 :- 

life 



:n 

Our 

:t 

is 



1 :— :t 

life 

d' :— 



ov 



is 

:r 

or 



d' :— :r! 



ev 

n' 

on 



er 

the 



n' :— 



:f' 

the 

:— :r' 

wing, And 



on 



n 



And 

:t 

death is 



wmg, 

d' :— 



death 

1 : 

ev 



— :t 



IS 

er. 



1 :- :1 



ev 

di : 

ev 



er 
er 



fl :- :f' 

The 
nigh; The 



nigh; 



n 



— :n' 



mo 

d' : 

mo 



ment 

:d' 

ment 



r' :-.d':r'.n 



when our 

when our 



d' :-.t:d'.r' 



lives be 

1 :- :1 

lives be 



^ w 



t :— 



86 



gin, 



We 

:se 

Wo 



d'.n';f'.n ': r'.d' 

all be - 

1 :- :1 

all be - 



r«.d';r' :— 

f*a to 
.1 :t.l :8e.l)a 



gin 



to 



— :d' :d' 

die, We 

86 :n :1 

die. We. all 



all begin to 
~~ •)! • 86 • 86 

begin to 



d' :- 

die. 

1 :- 

die. 



Ex. 190. KEY Bt^. X is ^. 
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THE CHRISTIAN'S PABTING WOBDS. 

Words by Janus Montgomery. 
Ex. 191. KEY 0. X is A, M. 50. 
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2 Let me go — I may not tarry. 

Wrestling thus with doubts and fears ; 
Angels wait my soul to carry 

Where my risen Lord appears ; 
Friends and kindred, weep not so, 
If ye love me, let mo go. 



Heaven's broad day hath o*er me broken 
Far beyond eartili's span of sky ; 

Am I dead ? — Nay, by this token 
Klnow that I have ceased to die. 

Would you solve the mystery ? 

Come up hither, come and see. 



Ex. 192. KEY Q. ZiaJE. 
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Ex. 193. KEY P. Z is i?. 
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Chanting. — The pupil will now learn the recita- 
tions of Exfl. 177 and 178, paying special attention 
to the Consonants as taught at the last Step. 

Ex. 196. Sing to words Exs. 177—178, having 
first learnt the music hy heart. 

Arranging Becitations. — In connection with the 
study of Chanting, it will he well for the Teacher 
to give out a portion of a Psalm or some other 
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passage of Scripture ; to he fully marked for Chant- 
ing, with Cadence bars. Pulse divisions. Accent 
marks, and Type-expression. (See pp. 35, 30, 59). 
The comparison of these various plMis, before the 
class at its next meeting, will prove both a fine 
exercise of taste, and an interesting study of the 
sense and meaning of the words. Besides, the 
Tonic Sol-faist should give himself the trouble of 
mastering all these principles of recitation practi- 
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•ally, for ho may some day have the duty and 
happinoss of leading a congregation, and thon, 
whether he uses a book marked for recittition liko 
our exercises or not, he will require a practical 
mastery of our principles, unless he is content with 
tasteless, sinful " gabbling " instejid of chanting. 

In commencing such exercises, the student will 
first cut off the cadences. He will naturally try 
to arrange these so that the musical accent may 
correspond with the sense of the words. This 
cannot always bo done. The attempt to do it, in 
diflicult cases, often leads the marker to put too 
many syllables into the pulses of the cadence — so, 
that when it is sung quickly, as cadences should be 
sung, an irreverent dancing effect is produced, and 
when the cadence is sung slowly, it naturally makes 
the recitation also both heavy and jerky. The 
practice of putting several syllables into the pulses 
of a cadence, compels the reciter to put many sylla- 
bles into the pulses of his recitation. It is certainly 
better in the cadence — as far as sense will allow — 
to keep only one syllable for a pulse. Compare : 
*• : . Which I slillelh the : noise of the \ seas 
: . the : noise of their |i waves : and the 
tumult : of the | people '* \vith " : . Which 
siilleth the : noise of the \ seas : . the 
noise : of their \ waves : and the || 
tti : malt j of : the \ people.*' The last 
can be sung quickly ; the first must be slow and 
heavy, and still jerky. 

In preparing the Recitation, let the student first 
make sure of its beginning and ending. For he 
must remember that the chant is a mixture of 
Speech and Song. ITie Kecitation is Speech ; the 
Cadence is Song. This necessitates some compro- 
mise, at least some " management " at the points 
(before and after the cadence) where Speech and 
Song meet. As an accent comes at the begnminfl 
of every cadence, there must always bo before it 
either an imaccented pulse, or a pause of a pulse 
supposed to be unaccented. As we cannot well have 
two strong pulses together, it is unnatural to make 
any other than a weak i^ulsc between the reciting 
tone and the cadence. Thus, if in the follow- 
lug sentence we feel the necessity of emphasising 
both "martyrs" and "praise," we should not 
attempt to wiitc — " : . The \ noble : army 
of I martyrs \ praise " but " : . the \ noble 
; army of | martyrs : | praise, &c. As every 
caidence closes with a soft pulse the mind naturally 
expects the strong pulse to follow, and if the words 
will not bear this, you must give a 7;aw«(? to let the 
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accent pass by. Thus " \ Thee : — || i , Th$ 
I holy : Church : throttghout \ aU " or 
better thus " : . The : holy | Chureh^ 

Another hint is this. It is important that the 
student should use a metronome for his recitation, 
else he will find himself continually var^'ing his 
rate of movement, and that cannot bo done hy a 
great congregation. It is very unnatural to hurry 
the pulses of the reciting tone and slacken those of 
the cadence. They should all move at the same 
rapid rate. If you chant slowly it is impossible to 
make the pauses indicated by the dots. 

In further studying the reciting tone, the careful 
marker v/ill observe that the two-pulse rhythm is 
the most common and easy, but the best speech 
contains a well-arranged variety. As a general 
rule, the rhythms in which a passage is best Mtd 
are those in which, for chanting, it should be sung. 
Chanting, however, is not private talk ; it is pubhc 
speaking. Public speaking differs from private 
talkuig in this — that the puhca in public speaking 
are necessarily more regular, in order that the 
voice may carry further. The student, moreOTer, 
must not despair if ho finds it, in some cases, ex- 
tremely- difficult to reconcile sense and rhytlmi. 
Prose IS often written more for the reader than the 
speaker. The prose style of a Bolingbroke, a 
Brougham, a Gladstone, or a Bright, is quite 
different from that of a student or a learned trans- 
lator, who seldom speaks further than across a 
table, and it is altogether more rhjiihrnical. It 
was not all the translators of the Bible who studied 
the rhythmical structure of their sentences. While 
the student is thus recommended to exercise his 
judgment and taste in deciding which plan best 
expresses the sentiments of the words and best 
draws out the voice of the whole people, — he should 
be always ready to imito cheerfully in the " use " 
which he finds established in the church in which 
he worships. 

The following hints are for the Precentor. First, 
avoid chants with high reciting-tones out of the 
reach of ordinary voices. Long recitations on a high 
tone are screaming impossibilities to a congrega- 
tion. Second, avoid chants with wide intervals in 
the cadence. Such cadences are not like the natural 
cadences of ,an excited public speaker. They are 
almost necessarily slow and heavy when a congre- 
gation sings them, and "slow" cadence makes 
jerky recitation. 

Expression.— At page 30, a brief and superfidal 
reference to this subject is made. The pupil being 
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now well grounded in the dootrine and practice of 
time and tune, is froe to give full attention to 
expression. The subject is one of great intellectual 
and artistio interest, and both voice and mind 
should go through a thorough training in expres- 
sion. &e chief elements of expression are speed 
and force. How speed of movement influences the 
emotional dfect of tones has been shown— -^. 28. 
How the various Degrees of Force can influence 
expression is never known until the pupil has really 
leamt to control his own singing m this respect. 
It is one of the simplest, easiest, £ost effective, and 
fnott negUeted of all the contrivances of music. 
Ordinary singers employ either an uniform weak 
drawl, or an equally uniform shout. They have 
never cultivated a medium force of voice, and they 
can never give that light and shade of sound, 
which, like the varied distances and lights in a 
painting, throw such a charm over the musical 
piotnre. The first thing to be secured — the foun- 
dation of all the rest — is a good delivery of each 
tono, both for the sake of quality and cleameta of 
impulse. 

DeliTery of the Yoioe. — In sin^ng, the student 
must remember that he is not singing to the top of 
his head or the bottom of his throat, or to the 
inside of his moutii, but to an audience in front of 
him. He will, therefore, direct his breath out- 
wards, in a steady, well-regulated stream, keeping 
his teeth always wide apart — even when he has to 
round his lips. By this means he will avoid shrill 
bird- warbling, bass growling, and vague humming, 
and will produce a rich, round tone, without discor- 
dant upper << partials." 

Attack and Release. — Closely connected with a 

food quality of sound, and essential to its pro- 
uction is ttiat clear striking of every tone — ^that 
<< good attack," as M. Fetis calls it— that " shock of 
the glottis," as Gkurcia describes it — that firm, but 
light and elastic " touch " as Mdme. Seiler speaks 
of it — ^whioh should become a habit of the smger. 
Every tone should have a sharp confident opening 
as well as a distinct dose. It should be like a newly 
cut coin. " Any one," says Dr. Lowell Mason, " who 
ffives attention to the production of tones hy a good 
instrumentalist, or to the manner in which they 
strike the ear when the ^attack' is made upon 
them (or when they are first brought forth by a 
skilful player), cannot fail to observe their great 
superiority in promptness and energy of delivery, 
to those usually heard in singing. Indeed, choir or 
chorus singing can hardly be heard without rcveal- 
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ing the fact that whatever proficiency may have 
been made in reading music, so far as it relates to 
time and tune, the proper use of the vocal organs 
in the enunciation or" emission of tone has been 
sadly neglected." Any one who, in the Crystal 
Palace or elsewhere, has heard some great artist 
s ing ing with the accompaniment of a vast chorus, 
must have been filled with wonder to notice how 
easily the artist's voice was heard above the 
thousands of uncultivated voices. It was greatly 
because the artist had formed the habit of good 
attack, and made his voice reach the ear more 
quickly and more truly. The increasing habit in 
smging classes (when time, tune, and words are 
leamt) of studymg delivery and expression, with 
eheed books, under the guidance of me leader and 
his bdton, have done much in England to remove 
this defect,— of bad attack. 

Mr. F. Kingsbury, in his sensible pamphlet on 
the^ voice says : — Pass the breath in a smaU stream 
letting it commence suddsnli/, as if produced by the 
sudden opening of a valve, but whhout any further 
effort. Unnatural forcing of the breath must be 
avoided, while care is taken not to let it ooee out. 
By this prompt attack, after a few experiments 
the singer will positively /»«/ the back of the throat 
and mouth simultaneously, filled, as it were, with a 
solid body. The muscular power of these parts is 
felt to grasp or lay hold of the sound. This sensa- 
tion of laying hold of the tone should always be 
present to the singer. He will then be conscious 
ef a power to mould and shape the sonnd at his 
wilL 

The following hints from Mr. Ellis will assist 
the teacher in observing, and the pupil in learning 
the proper mode of attack. Only, that which he 
calls the ** clear attack," forms the true action of the 
glottis to be practised by every singer. In this, 
th.e vocal membranes are brought into contact 
exactly at the moment when the breath is made to 
act upon them. In the '^g^radual" attack, the 
vocal membranes are brought together while the 
breath is being emitted, so mat the passage through 
whisper to voice (whisper being speech without the 
vocal membranes) is unpleasantly audible. As this 
attack is common in speech, it is the more neces- 
sary to guard against it in song. It causes what 
we call " breathiness." In the " check " of the 
voice, the vocal membranes are brought tightly 
together before the breath acts upon them, and are 
separated with a sensation of a click in the throat. 
Only for an extreme staccato efiect should this be 
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nsod. In the "jerk," the proper clear attack is 
made with the addition of a sadden jerk of the 
breath, produced by the diaphram or muscular 
floor on which the lungs rest. This jerk can be 
easily felt by the hand. It is the proper form of 
the aspirate H for the singer — that is H without 
<* breathiness." But, care must be taken not to 
allow a puff of wind to escape before the vocal 
membranes are brought close enough together to 
make the clear attack. In the " slurred " attack 
(that is the attack on the second vowel, or the con- 
tinued vowel in a slur) there is a simple relaxation 
in the emission of breath between the two vowel 
impulses. So that no very sensible sound is heard 
between the two vowels, and no " clear " attack is 
heard on the second. The distinction between the 
slur and the glide (p. 61.) is this : In the glide the 
voice continues in full force while the organs are 
passing from one vocal position to another, and in 
the slur the voice is continued, but with greatly 
lessened force. This is true — ^both in music, when 
we pass from one tone to another, and in speech 
when, without change of tone, we pass from one 
vocal position to another. 

The " release " of the vowel by a dear action of 
the glottis, leaving no ragged ends to the sound, 
should be very carefully practised. It produces as 
beautiful an effect as the clear attack itself. The 
teacher will make his pupils try all the various 
modes of attack, but practise only the clear attack. 
The power of recognizing bad execution helps the 
pupil to understand and enjoy that which is good. 

Degrees of Force. — To give his pupils a proper 
command of their voices, in this respect, the 
teacher will find distinct and frequent practice 
necessary. The degreea of force he may introduce 
in the following manner : — 

" Sing me a tone to the open Lah, at an easy 
pitch of your voice, which shall be neither loud nor 
8oft, . . What shall we call it, if neither loud 
nor soft ? " Medium. " Yes, it is called a medium, 
or, to use the Italian word (which has been adopted 
into all languages for this musical purpose) a inezzo 
(med'zoa)* sound of the voice. Lot us write m in the 
middle of the black board, for mezzo^ and you can | 
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sing with your medium force, whenever I point 
there. Let each one try to fix in his mind whaX 
is his own medium force of voice, and leam to pro- 
duce it at command. Sing it now, as I point. 
. . Again. . . &c." 

'*Sing the same sound louier.** . . For the 
loud sound we use the word forte (f or*tai) or the 
letter /. We will write / to the right of m, on the 
black board. . . *' Now sing as I point.'* (tn. 
f. f. m. &c.) 

" Sing the same sound eoftly. For the soft sound 
we use the Italian word piano (pyaa'noa), and the 
letter p. We will write p, to the left of the m, 
thus : — 



m. 



/. 



" Now sing with * medium,' * weak,' or * strong * 
(mezzo, piano, or forte) power of voice, as I pomi 
to one or the other of these letters." The teacher 
points sometimes slowly, sometimes quickly, some- 
times in one order, sometimes in another, and the 
pupils sing accordingly. 

When these rough outlines of vocal force have 
been ascertained, and a good command of them 
sec ured, the teacher may proceed to develop, in a 
similar manner, the intermediate and the extreme 
degrees of force, using the marks mp, fmetza^ 
piano), and mf CmezzoforteJ, for the intermediate 
degrees, and ff. (fortiseimoj , and pp, fpianiesimoj^ 
for the extreme degrees, very loud and very Boft. 
Let the teacher j&ow, by example, that it is 
possible to g^ve a very loud tone without eeream" 
ing : — 

The black board will now have the following 
signs marked on it : — 



pp. 



mp. 



m. 



mf /. 



The teacher will exercise his pupils in passing 
from one part of this edale of strength to another. 
A really gradual (not a jerking) passage from one 
end of this scale to the other, and then back again, 
is one of the most difficult feats in musio. The 
pupil must take a good breath before he begins, 
and use his breath economically. The exeroifle is 
of first importance. 
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Cresoendo (Kresheii*doa),*&c. — ^A long tone or 
a succession of tones passing gradually from the 
piano or pianiasimo^ to the forte or fortissimo is 
called a crescendo tone or passage. A long tone or 
a succession of tones passing from the forte or 
fortissimo, to the piano or pianissimo is called a 
deerescendo or diminuendo tone or passage. The 
gradual passing from pianissimo to fortissimo and 
back again to pianissimo is called a swell. 

The crescendo is indicated thus. 

The dimimtendo thus. 

The stoell thus. 

For the development thus far of the suhfect of 
force in music, the Editor is indebted to Dr. Lowell 
Mason, of America, who was the first to reproduce, 
in the English language, the Pestalozzian prin- 
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Staceato and Detached Tones. — ^When a tone is 
meant to be sung only half its proper length, and 
in a Marked (not loud) manner, this is indicated by 
means of a small dash thus ( ' ) placed over the note. 
This mode of singing is called staccato (stakkaa'toa). 
When a tone is meant to be sung about throe- 
quarters of its proper leng^l\, this is indicated by a 
dot placed over the note. Those tones would be 
called "haU staccato" or ^^ detached** tones. 

Legato. — ^When it is intended that the tones 
should glide gently and easily one into the other 
(the degree ox force with which the first tone ends 
being the same as that with which the second 

begins J J a slur / ^ or the word legato (legaa*- 

toa) is written over tiie note. Sing the following, 
8t, Co. (New.) • For pronunciation. 



ciples of music teaching, by which Nageli and 
others had created a musical revolution in Germany. 
— See his ^* Boston Academy Manual of Vocal 
Music." 

Pressure and ExplosiTO Tones. — ^Pointing on the 
" scale of force," as above, let the teacher cause 
his pupils to perform a very rapid crescendo, A tone 
delivered in that manner is called a '^pressure 
tone." It is indicated tiius (<:). La the same 
manner a quick or sharp diminuendo will produce 
the "explosive tone" marked thus (>). This 
manner of deHvenng a tone is also called sforzandoj 
and marked sf, A combination of the two last 
modes of dehverv on one short tone should bo 
expressed thus (^. This musical ornament is very 
elegant, but difficult to perform. A tone delivered 
with eq%kal force, from beginning to end, is cidled 
an " organ tone," and may be indicated thus (=). 
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first with staccato, next with detached, and lastly 
with legato tones. Do not make the Isgato dull and 
heavy, but smooth and elegant. 

Ex. 203. KEY F. 
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Application of Force. — The application of the 
various degrees of force to the sense of the words 
is deferred to the last step. But, the use of force, 
as suggested by peculiarities in the musical phrases 
which are sung (apart from any modification which 
words may suggest), is now to be studied. Of 
course the words cannot be neglected at any step, 
see Teacher's Manual, p. » B 
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Already some hinta On the subject 1i»tb been given 
at p. 3D, and the taachor will add more aa ha comes 
to the cases in each tone sung. It is only the 
luiitiiuiii! study of verbal eipresaion which ia 
deterred to the uert step ; musical eipreasion alono 
will now bo ayatematically studied. 

" Additional Eioroiwi."— Wo ahall, from tl.ia 
place froeiy uso the Additional EieroiBes (Pta. 1, :?, 



the AnalvBis of HfLrmonr. Onr illuatratioiiB will bo 
principally taken from the earlier nambara, but for 
the Eis. all three numbers will be required. It is 
very important that Ibo pupil should, as far as 
possible, not only see bat " hear ' ' the illustrations. 
When the class cannot sing the piece, a qnartet 
should sing it to them. Fains have been taken 
— not only t« suit these eiarciseB to the progrenivo 
steps of this book, and to select them fr^ tiio beet 
compoHsrs, but also to secure in them aa gnat a 
variety of style aa possible. It is qoite ci>mmon 
for a class to sing a large quantity of music without 
really learning anything, because they are alwa3-s 
ainging the same sort of music. There is, however, 
always something new to learn in each of theso 
Additional Exanaaes. 

Vornuil ?oru. — Some pieces ot mnoc by their 
bold cbaraoter, evidently demand loud singing to 
bring out their proper efilect. — See " Ood Speed the 
Eight," p. I. "Freedom's Sons," p. 13. "Timofor 
Joy," p. 15, &c, Otbers,eqaally by their gentle mo- 
tion.suggeBtsoftsinging. "HeaTMe,"p.l7. "Jack- 
son," p. 2. "Hope," p. 12. "My Lady," p. 21, &o. 
Of course the sense of the words will often modify 
these applications of force. The pupil should en- 
deavour to fix in his mind and obtun full command 
of the Medium force of /lii oiea voice. At each dass- 
meeting for some time the teacher should give out 
a tone, snd rei^uiro his pupils to sing it in various 
degrees of force as he demands them. Uezzo I 
juano ! forte ! piano ! mezzo, &o,, — the teacher 
f- ufcing c&re that the distinction between th^e three 
degrees of force is very elea.rly_ marked. The 
teoicher will then require his pupils to decide in 
reference to a number of tunes, judging from their 
musical style, speed ot movement, Ac, -wbirih of 
these Uiree degrees of foioe should be the normal 
or general amoiinl of force given t« tlio piece. 

Piuo PMsagei. — A tme piaaa is song, not with 
laxity, but with effort. To kaap a piano passage 
from flattening in pitch, and to deliver it wiUi clear 
Si. Ce. fJfiw.J 



and just intonation is very difficult. BohoM an 
commoQly sung by a tew select voices in anoQur 
room, but, for the praetia of fiaaitimo, it is better 
that they should ba song t^ alL When a trua 
blended and real pianiiaimo of maul/ vaieu can be 
obbuned, it is far finer tbaik the piim* of a few. 
mustratioiis of piano and pianiraiino, for inniple 
miisical effect, may be foond in " The Wsibi " 
when sung the last time, — in the imitations of 
the " Cuckoo " and the '-' ftuail," — pp. » and H, 
— at the change of measure in " Swiftly," p. £9 ; and 
again at the change ot measure, p. 31, &o. 

Forte Faisagei should be sung with a very clear 
vocal klang, and should be perfectly free from, 
the sonnd ot breath. Such a forCt is ' very heart- 
stirring-. But the rude, coarse forte prodnoed by 
strong lungs and harah voice is Only destening; 
DlnstaitianB of this may be shown in the manner Ot 
singing " Ood Speed the Ei^t," p. I. " The 
Waits," p. 8, — when sung the third time. TkB 
close of " Freedom's Sons," p. 13 ; cloea of " Hear 
Me," p. 19, and several closing pwrta ot " SwifUy," 
p. 32, &o. 

■elodie Phrasing is the art of dividing a melDdy 
into its natural parts, and showing by ue manner 
of delivery that the singer himself S' " 
these parts, and wishes his heaiexs to 
them also. It is as important that Uieee pnrasea 
should be distinctly marked by the good singer, as 
that the various members of a sontenoe (aa indi- 
cated by the stops) should be marked by the good 
reader. This can be done by singing one phrase 
piano, another mezzo or forte and vUt vtnm, by com- 
mencing a phrase forte and ending it piano and 
Viet versa, by delivernig the last tone ol a phrase 
staccato, and shortening the first tone of the nert 
phrase ao as to allow a momentaiy silence before it, 
and so on. The proper choice ot breathing places 
has a great effect in marking off the phrases. In 
some cases the phrasing of oil the " parts " will be 
simultoueons ; in other oas^ each "part" will 



phrasing. The phrasea in 
tjpniHi 1,110 BjgQt" (p. 1.) are Bufficiantljr maiked 
out bf the linea ot the words. Each of the long 



linee is easily divided into two, however, it n 
breathing places are required. 

Ex. 204. Mark the phrases and 
places, on the supposition that there are _ _ 

«■ '??^ y°^ judgment,:in " Qod Speed the 
Kignt, (p. 1.) and aa the two opening periods 
consist of the same music, mark how yon woiill 
oistinifuish them in musical osjiroasion. 



"Ex.. 206. Uoik in ft Himlar wi 
p. 2. 

Ek. 206. UBukintliawiaoimy "TheWaiU," 
p. 8. 

En.. 207. Mark in the Bftme way "Freedom's 



r cf the tone or Uie ehaiacter of the voids 
iequii«a emiagy aid power, this mle must be 
broken. See Uie baas — "Anske ^■"Ht" Lyia," 
p. 64. 1st score. 
When an ascending passage, in one " patt," 



Ki. 210. Mark i 
of " Thou shalt show me," p. 7, 

Asoendiag PaiiagM. — Passages which ntcmd by 
the ateps of the scale (or otherwise) should, aa a 
general rule, he delivered emeendo. Each tone 
should run into the next with regularly increasing- 
torce. We naturally associate height of pitch with 
ideas of energy and apirit- Full force of aound 
also naturally suggests the same ideas, and (except 
where it -vould interfere with some greater efiect) 
should always accompany ascent. The gradval 
nature of the ascent also tends to "set off" the 
wider skips of iaterral in the other parts. It is 
difficult to make tie crescendo gradual, eacli tone 
running into the nort with a steady and not jerked 
increase of force, neglecting for the moment the 
common accents of the measure. It is genarallj' 
ueceasary to commence piano, in order that the 
ginger may have breath and strength to spare for 
the end. The slightest si^ of fiiti^e in a cres- 
cendo, would utterly and miseiahly kill ils musical 
effect. Imitatiro illustrattons may be presented 
in the oponing of "The Fortune Hunter," p. i, 
whore there is an ascent of an. octave from s, to s, 
—in the opening of " The Waits," p. 8, where 
there is an ascent of a fifth. Ascending imilaiivc 
phraus, as in tie last foor me«suree of " Swiftly," 
p. 32, should be sung with a crescendo effect ; 
notice also Qat ascending baas, — Sec also Standard 
Course Exercise 137. As a general rule, such 
passages as these should he commenced nKoo or 
less piano in order to get the ertiemdo. For the 
some reason, it is almost always necessary !« take 
Iseati before commencing such a passage. 

Deseending Fafsagsi should ammanlj/ be 
delivered diminumdo, because on idea of quiet 
and rest is Daturally connected ^th descent of 
aound. Descending imitative phrases follow the 
same rule. Find examples in " Ooing Home," 
p. 3 ; " May "fime," top of p. 8. But whore the 
St. a. (NntJ. 



the effect is very beautifuL See— "The Quail 

Call," p. 1*, soprano and bass; "How Lovely," 

way uie ooprano j p. 60 ^. against C, and T. or S. and C. against 

I T. and B.), three times in two scores to tie words 

way all the ports " Gone forth the sound of their." As a general 

rule, such passages as these must be commenced 

r less fin-ti, in order to get the diminuendo. 



has auy meaning, is intended to impress tiat tone 
upon the ear wiUi cumolative force. To assist this 
purpose a reported tone should be delivered cres- 
cendo, partly because the singer tins compensates 
the ear tor want of variety in interval by variety 
in the degrees of force, and partly because he thns 
" seta off, hy contrSHt, the movement of other parts, 

Ct as the Ime of the horizon " aebi off" a varied 
ibcape, and a quiet rock the rolling oca. The 
steadily increasing power also shows that the 
singer is not weary ; and it is among the rules 
of art never to shov veaiiness or eihanstioa in 
the artiBt. See examples in 2nd score, " Going 
Home," p. 2 ; 2nd score, " Cuckoo," p. 9, and 1st 
score, " O, Saviour," p. 86. Bepeated phrata and 
passaKes should be treated in the same way aa 
repeated tones. See Standard Course Ex. 113; 
air, Dieas. 3 and 4, and contmlto meas, 5 and 6. 
Ei. 115; meas. 11 and 12, — and "repeated pas- 
sage," Ex. 120, last four — — - 



Prolonged Single Tonei. — Lift 

unbearable in music, and therefore every 
should take some form. It vrill be found \ij ex- 
periment that the form most suitabte for holding 
tones is the swell, and thia swell should be full and 
strong rather than soft and inngnificant. The 
composer commonly means that Uie other parts 
should be covered with a flood of sonnd frmn the 
holding tones. " The greatest difficulty of this form 
of tone," says P6tiB, "consists in employing an 
equal time in the increase of power and its dimnn- 
tion." A pcrfeclly simnltaneous and equal (not 
jerking) delivery oi this " tone form " by a choma 
IS very difGcult to attain. Only practising without 
book, but with the a^nal of the gradiiaUy out- 
stretching and gradualij/ returning bands of th» 
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teacher, can lead to this attamment. See the close 
of " HaUelujah Amen," p. 28 ; " Swiftly from," 
three cases, pp. 29, 30. In the case of repeated 
tones ronning into a prolonged tone, or a prolonged 
tone breaking into repeated tones, the two should 
he treated as one, and the crescendo extended 
through both the prolonged uid the repeated tones. 
See ma bass in the dose of " Cuckoo," p. 10 ; 
"Hwrvest Home," p. 39, two cases; "Theme 
Sublime," p. 68, 3rd score, and p. 70, 2nd score. 
See also Standard Course Ex. 138. 

Xelodie Imitations. — ^When a composer makes 
one section or period of a melody imitate another, 
he designs that the singer should, by his manner, 
draw attention to the imitation. The best way of 
doing tJiis is to make a contrast of force between the 
two. One must be more or less loud and the other 
soft. The pupils must study " the points " of a tune 
in order to Know which of me passages must be loud 
and whidi soft. In " Jackson's," p. 2, the second 
section imitates the first chiefly in its rhythm. As 
it is a "rising" imitation, it is natural that it 
should be sung louder than the phrase it imitates. 
In the " Quail Call," p. 14, the section beginning 
" Look at her " imitates the first section, and is 
itself imitated by the section which follows. As 
the imitations are all "rising," the first section 
must be deHvered very piano to get anything like a 
forte on the last imitation. A striking rising 
imitation is in "Hear me," p. 18, Ist score. A 
falling imitation, which would naturally be softer, 
is in " Nearer," p. 35, 2nd score. In " Where the 
Gkiy," p. 65, we haye a descending rhythmic imita- 
tion, preparing by its dimintiendo for the striking 
succession of ascending imitations which imme- 
diately follow. See Standard Course Ex. 113, 
6th score, at " Rejoice, rejoice." Ex. 188, meas. 
6 to 9. Ex. 237, on « and in " to " me Uve." 

Harked Entrance. — ^When (as in much of the 
old sacred music, in the old English Madrigal, &c., 
&c.) each "part" in turn, takes the lead in an- 
nouncing (in fugal style) the prindpal melodial 
theme, that " part " should assume its passing 
office with dignity, decision, and expressive clear- 
ness. The other " parts " should, at the same time, 
** give way," and hold themselves subordinate. It 
is plainly the composer's intention, that the 
entrance of these phrases into the music should be 
diatinetly marked^ like the entrance of some dis- 
tinguished guest into a drawing-room, when all 
conversation is hushed and all eyes are intent. 

St, Co, fXewJ. 



Study examples in « Thou shalt show me," pp. 7, 8, 
in whidi all the parts hush, to listen to " thou ahatt 
show me ; " " Bon Accord," p. II, where the same 
thing should take place on the woids " O, Grant us 
by," or " Thy goodness more." Harked entrance is 
often effective when there is no fugal imitation, as in 
" Gh>ing Home," p. 2, second score ; " Hear me," 
p» 18, 4th score ; " Spring Life," pp. 3, 4 ; « May 
Time," pp. 6 to 7. See also Standard Course Ibc 
116, scores, I and 2 ; and Ex. 118, scores, 1, 2, 6, 
— contralto, " Rejoice.". 

Subordination of Parts. — ^As in the rule of 
" marked entry " the other parts were kept subor- 
dinate to the part which was entering the musics 
so in many other caei^ this hushing of several 
parts for tihe better display of some prindpal part 
has to be observed sometimes, as in " Gipsies T^t," 
p. 36, end of 1st score ; during part of tiie tune <£e 
mdody is evidently given to the soprano, and the 
contralto, tenor, and bass sing a subdued acoomi- 
panimen^ like the soft accompaniment of a 
piano or organ. Sometimes, as in " O, the 
Joy of Spring," p. 57, — ^this is the case through- 
out the tune. Sometimes, as in " Saviour, 
Breathe," p. 92, the principal melodies are given at 
one time to the soprano and contralto, and at 
another time to the tenor and bass. When the 
chorus is only an accompaniment to the melody, 
the harmony should be delivered in careful accor- 
dance with the joyous or the saddened spirit of the 
ruling melody, and always so as to let iliat mdody 
be well heard. An unsympathetic accompaniment 
disgusts the mind of the listener. Let it be under- 
stood however, that whenever the part accompanied 
is silent, the accompaniment itseu may speak oht 
in fuller force and claim the attention of the 
listener. See — " Gipsies Tent," p. 35. 

Hamming Accompaniment. — ^Humming accom- 
paniments may be produced in several ways. — ^First, 
by tightening and vibrating the lips without any 
voice from the larynx, the Ups vibrating all round 
and not on one side. This should only be done 
when something of a reedy buzzing effect is wanted. 
— Second, by a soft voice from the larynx witih 
only a slight opening of tiie lips. — ^Third, by a soft 
voice from the larynx, resounoing in the nose, tiie 
lips being closed. In this case the singer must be 
careful not to contract the muscles of the nose so 
as to produce a nasal quality of tone. Care should 
also be taken to secure an exadi and unanimous 
striking of the tones, so as to isdtate the effect 
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ot Btringed M reed inatruments. See — "Nigftt 
around/^ p. 22, and " Angel of Hope," p. 48. In 
these cases the third plan should be adopted See 
also Standard Caurse Ex. 190. 

Imitativs SonndB.^'WheQ it U deaired to imi- 
tate (he rippling of water, the sighing of wind, 
or the Bound of the drum or horn, the Byllablas 
commonly written, undflr the notee, cannot he a 
gufSdent guide to the singer ; he must try to 
imitate the Bounds intended, without caring to 
pronounce the exact ayUabl«a which dimly intimate 
them. The effect of nearness or distance is con- 
veyed by loudness or softness of aonnd. Thus when 
the Chnsbnas waits (p. 8) are auppoaed to be at 
ti distance they sing softly ; as Ihey approach their 
singing sounds louder, and BH they retire again 
their music dies away in the distance. The same 
remark apphcs to the sound of the drum. Or any 
marching matruments. In a similar way the sound 



In imitating laughtw we most 
has two characters ; it is either light and trifling, 
or hoaTy and bold. Such a passage as " Fortune 
Hunter, p. 6, first score, may be treated in 
either way aocordiog to the epint of the reraes ; 
if in the latter way it will cont^dict, but worthily, 
the natural diminuendo of a deecendmg passage. 
■ Ex. 311. What mowcal eipresMon would you 
give to the air in " May Tmie," from end of 
p. 5, to first line p. 6 P 

fir . 213. What musical eipresdon would yon 
^T6 in " God Speed the Right," p. 1, to the air in 
first part of 3ia score, — to the air and bass in first 
part of 4tll score, — to tenor and boss in 3rd score, 
— and to what part of this piece doea the rule of 
subordination of parte apply f 

Ex. 813. What musioil expression would you 
giffo to " Harvest Home," p. 41, end of second and 
flrHt i«rt of 3rd score,— also to soprano and con- 
tralto, 2nd score, — aleo to tenor and bass, p. 40, 
first part of 2nd score, — and also, tenor and baaa 
beginning with second part of 2nd Bcore, ending at 
the top <d p. 41 ? 

Ex. 214. What musical expression would yon 
give in " Loud the Storm-wind," p. 96, to the air 
of chorus, 2nd and 3rd scoree P 

Ex. 316. What musical expression would you 
give to the air of the first line m " Father," p. 34, 
and to tiie ijr of the fiiBt line in "If I had," 
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Ex. 216. What musical eipressioti would yoa 
give to the tenor and bass in the first eight mea- 
sures of " Saviour, breathe," p. 91 1 

Ex. 317. What expression would you give to 
Iha music in *' Hear me," p. 19, 2nd score, where 
each of the parts in torn utters the words — " It is 
thou ; " and to the Ist and 2ud scoree on p. 26 ; 
and to the 3rd and 4th scores of "Swiftly," op 
p. 31, and to the 3rd and 4th scores of p. 3D ; khu 
to the first three scores of " We fly," on p. 20 F 

Ex. 216. How should the acotmipaniment be 
sung in " Home," p. 76 P 

Ex. 210 What expression would you give to 
the music in all the four parts, of " How liovely," 
p. 61 ; scores, 3 and 4 P 

Ex 220. What musical expression would you 
give to Standard Course Exercise 170, 1st scores 
both parts ; Ex. 115, 3rd score, third and fourth 
measures; Ex. 170, 2nd score, both parte; Ex. 
171, Amens in air. Hallelujahs, in contralto ; Ex. 
1S4, air in Sth and 10th measures, and 11th and 
12th ; Ex. 146, last eight measures ; Ex. 193, first 
section, ditto second section; Ex. 190. first and 
second sections F 

Ex. 221. What musical sxpresmon would you 
give to Ex. 136, tdr,— 1st score ; Ex. 195, let and 
3rd scores ; Ex. 196, contralto, fourth measure, 
from l-h to third me ; Ex. 116, contralto, half 
. second,and whole of third score ? 

Congenial Tones. — As every tone has its own 
proper character, (bold and spiiited, cheerful, didac- 
tic, solemn, &c.) it is natural that the Touio Sol-faist 
should give clearest force to those tones of the 
scale which correspond best with the general sen- 
timent of tbe piece, are "congenial" with that 
sentiment. Thus, in a quick and stirring time, he 
would naturally empha^e the Irumpit ton* Sob, 
the rotH'Bj R*r, the itrrmg Don, &:c. ; and in a 
slow and solemn tone, the lorrotcfal Lak, the deso- 
late Fah, &c With this idea in the singers' minds, 
the tune will immediately become a new thing. 
The pupils will soon discover that they possess the 
power of maldng this, or any other peculiar effect 
prominent in the general harmony, very much in 
proportion to the height, in their own voice, of the 
tone which gives that effect. Thus a high tenor 
tone will till better than a low one. A hi^ con- 
tralto tone will also command att«ntioa, because 
energy and qnrit is implied in the very effort of 
the voice to rise above its medium compass, and 
the more piercing sounds are better hoard. Jiow 
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wumda (in oontnlto sod ban) aiaa implj' anargj- ' 
and totce, and ther are capable of yielduig a good 
effect, eapedally wUen tlie haimonjr ia " diflperaed," , 
and no other somul lies near. Some composers | 
have great sldll in setting tlie congenial tonus of 
the mmio to ILat register, in aach vfflce nrhich ia 
tha most distinctive and tlie moat beautiful. 

Any high oomid, or any favoiirably sitniLtad low 
Bo^d whioh. ii not " congQiiial " mth tlie gnieial ' 
eSBCt, tha initmcted singer will, theiefoie, deliTer 
as lighUy as possible. On the other hand, when 
the congenial tone occnni in a favourable position, 
he will never let it miss of its effect. With these 
principles to gnide him, every ajngar may know 
where the strength of his "part" ues, and where 
it can beet contribute to tiie general harmony. 
Psalm tnnsfl, of the *^ didactic and variable " style, 
will thTis be very differently treated according to 
the ehaiacter of Uie words sung. If we were smg. 
ing "The Fortune Hunter," (p. 4] we ehould notice 
that it wai a very lively and playful tnne, meant 
to be song in a light atactato style— that, therefore, 
the quickly uttmed emotioaal tones of the srale, 
would ^odoce an eflect oongenial with the general 
character of the musio. The sopnmos would find 
an opportunity of developing congenial tones with 
briuit azplosive fbroe on the first r of their part, 
nndthe ncond 1 and tbe seoond f. To contrast 
viith these and give force to the jollity, the first s 
and the second d' would bo similarly dolivcred^ 
The 1 being in the high part of the voice should be 
brilliantly attacked ; and the piqoant effect of f 
against the t, and ■ below it, should be brought 
out with sharp accent, liis contraltos have 
nothing very ef^ctive till the two bursts of bright 
sounds ondor the soprano 1 and d'. The greatest 
power of lie tenor lies in the delivery of t under 
the soprano I; and the best point of the bass is in 
the s of tha same chord. " Bise my Soul " (p. 33) 
is naturally a tune of Joy, changing into meditative 
mood on the last section. The sopranos vrill, there- 
fore, find congenial tones in their first bright s, 
in tii& stirring t and the triumphant d', for the 
chai^ of ch^scter in the tune their returning f 
can be well given. The contraltos have a good 
■B| in that full part of their voices, which best dis- 
tinguishes diem from other voices ; they can help 
the ezcitoment in the beginning of the second 
score by delivering their s, which is in the nppar 
part of their voice, clearly and lightly. The tenors 
can set tiieiz mark on this tune by a prompt 
deliveiy of a in the first chord; their 1 at tfie 
et. Co. fNheJ. 



begbming oi the last MoUon lA also in a chart 
terislio pait of their voios. The hnsnrn have a fii 
effect in the full part of Uieir voioa in the fli 



joyful efFect should be d^versd oortljr ; the re- 
taining f idiich follows wUl In natorally wdl 
maded. But, if to suit the troida this tnae liaa to 
be song with a solemn or monmfol effaot — erary- 

bring out f and I wherever they occur, and to 
lessen the force of the brighter tcoes. In " Ccane, 
let ns all," (pp. 24, 26J the bell ringing (whidi ia 
heard as a distant subdued accompaniment to the 
cuckoo), is given to two ^rts. But of these two 
snbdned pairts, tho most distinct and bell-like are 
first the tenor, afterwards the haa^ — became tha 
tones are thrown by change of key into the higher 
parts of those voices ; and of the two subdoed 
parts, these must always hare the prs-aninence. 
— See also congenial mt and fah in a tune which 
expresses at once solemnity and repose in Stamdaid 
Course Ex. 136; the congenial ihA, om, soil, in 
a tune of great boldness. Sx. 1S7, snd the oon- 
genial lah and fah in a tune which riipirmiii soft 
and tender feeUngs, Ex. 110. 

Ex. 223, Describe tie grmeral character of 
"Jackson's," p. S, and its congenial tnues; name 
those congniial tones in eatji " part " which lie in 
tho fnll chataoterietic region, or in the higher or 
more marked part of each voice. 

Ei. 333. Describe " The Waita," p. 8, as 

Ex. 234. " Father," p. 34, as above. 

Ex. 220. " Nearer my Ood," as abo-ve. 

Sapid 7auag«i.— The conrpoaer would never 
give the singer a rapid passage or run if ho meAut 
the notes to be blotched, and blurred and run into one 
another, so as to be little better than an, indcifinito 
and disagreeable single tone. He dedsna tbem to 
stand as distincliy united and as diH£ictIy apart 
" as the pearls of a necklace, resting on a buck 
velvet dress." The singers must give them the 
clearest articulation, and there must be perfect 
unanimity of attack. In order to secure this effect 
the pupil should always take breath at the begin- 
ning of a long run, and economise it carefully so 
that there be no amiearance of fatigue at the end. 
In some choruses it will be necessary to " atnuggie 
in" the breath even in the midcUe of Hie run. 
Illnstrations can be found in " Thtm ebatt diow 
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me" (p. 7) on tho first ^liable of the -word 
** preflBncfl." An exact doTiTGry of Hie TAA-efo, 
with anammity of attocli, «ill make tbid little run 
bright and beantifol. lii "We fly by night" 
(p. 20] there are nma Thich will require Eareful 
foiethooaht for the miinagemeiit of the breath. 



with great core as exerciBes in flexibility. Sec alao 
rapid paasaf^ in Standard Comae ExB. 302, 120, 
174, and 247. 

Form of Single ToQei. — The eiplodve tone 
naturally expresses vigour and decisioa of feeling. 
See pp. 12, 39, 42, 49, £7, and Standard Coune 
Ex. HI. 

When a compoaor alters the accent by synco- 
pation tor a momont, he wishes the syncopation 
to be noticed by the hearer. The singer moat, 
therefore, give it the eiploaJTe tone. Syncopation 
generally expresses restless force or inuiatieDt 
5._.... A.... „. .„._.._^ See also "Ye spotted," 



desire. See p. 87, 4th ai: 






The prcaenre tone naturally snggeata deepen- 
ing emotion. In any touching three-pnlse measnrs 
to deliver the second polee with this tone, at least 
occamonally, prodncea a beautiful eS'ect. See 
" Jaetson's," p. 3; notice also "The Woods," 
p. 72, second score. See olao Standard Couise Si. 
139, and Ex. 140. 

Fresanre tones on a vaak poise, awBlling 
into expIosiTe tones on the next strong pulse, 
aie often very effective. A good solo amger 
would often uiBtinctiYely uae them in slowly 
moving psalm-bones, on the laat pulse of a measure 
moving to the next accent. See p. 67, 3iil 
score, and p. 17, last score. See also Standard 
Course Ex. 193. 

The legato style of sin^g is a modification 
of the preaaore t«ne. It givea a smooth, gliding 
effect to the tones, and lessens the distincUons oi 
accent. See p. 63, 3rd and 4th scores ; and p. 82, 
1st and 3nd scores. 



effect to the tones, and naccaaarily lessens to a con 
siderahle extent the distinctions of accerit. Sen 
tenor and bass, p. 40, and p. 42. first and last 
scores. See also a piano-staccabo, immediately 
following a legato passage on p. 82, third score. 

XTnison FaM^es.— Passages in which all four 
parts strike either the same tones or their octaves 
together, should be aung with great core, so as to 
produce a perfect and clear blending of the vaicee. 
The voices should feel for one another, bnt not 
timidly, for such passages are generally meant to 
be very ^rro and strong. They should aing with 
conscious sympathy. 8ce "God Speed," p. I 
"Fortune Hunter," p. 4; " 0, Saviour," p. 87 
" Harvest Homo," p. 41, 2nd and 3rd scores , 
and " Stout limbed Oak," p. 78, first and last 



—Few things are mere p*inful to a 
listener than to think that a singer is tired, few 
things more inspiring than to feel that he closes 
without fatigTia. Even when the cadence is down- 
ward and diminuendo it should be firm, hut in 
ascending cadences a sustained crescendo is abso- 
lutely requisite. Bee close of "Harvest Home," 
p. 41 ; and " Quail Call," p, 16, let and 2nd scores. 
Notice a vigorous desoending cadence in " Ood 
Speed," p. 1; and others in "Theme Sublime," 
p. 71 ; " Eiae my Soul," p. 33 ; " Stout Limbed 
Oak," p. 77, 4th score. Seeuso contrasted cadences, 
Gtandud Coarse Ex. 145, last two scores. 



occurring in some subordinate part, and evidently 
introduced more for the convemenco of the har- 
monizer than for any effect upon the harmony), 
should always be delivered with marked emphasis ; 
for they have an important meaning. They change 
the mental effect of aU the other tones. For the 
voices, in whose part tho accidental occurs, not to 
deliver it firmly is to rob the whole music of its 
meaning. The tones of "returning tranntion " 
should alao be emphasized. But, if the transition 
itself were carelessly given, this second eS'ect would 

Those movements of the baas which mark the 
tonic cadence of a new key, aa | d : r \ t, 
and I r : r | s, : or of the relative minor, 
as J r ; m | 1, and [ IB : m | 1 should be 
markedly delivered, because Ihey help to certify 
the transition or modulation. See p. S2. 
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helow 
Tbo male and female voicea differ in the break fix>ni the lower to the upper part of the Thick Eegister. 



foTB. — ^The thick horizontal line shews the " great break " between the Thick and Thin Kegislers, 
G-. The thin lino, an octave above, shews the ** small break " b etween the Thin and Small Registers. 



Ths amall register, lOce the other TogistarB, can 
overlap downw^ds ; liut it does not so frequently 
do BO as the thin register in men's voices. It may 
often be of advant^e and a relief, especially to a 
-second soprano, to take one-F (F*] habitually in 
tlie small register. 

The LetiBr Brsabs of the voice divide both tho 
thick and the t>iTTi rcgistcrB into upper and lower 
parts. Tho break between the upper and lower 
thin regieter, is quite manifest in ordinsry soprano 
voices between one-C (dl and ono-D (fil). The 
appcr thin may overlap downward, but does not 
commonly do so. Tho break between the upper 
and lower thick recisteia is eaalj noticed in roale 
voices between A-one (A,) and B-one (B,). The 
upper thick register may overlap downwards, bnt 
s^dom doeB so in male voices. Madame Boiler says 
that in women's voieti this break occurs one-third 
highor, between C and D ; bnt we have noticed 
that many women habitually make the upper thick 
register overlap downwards, so that they change 
into the lower thick, joat where the men do, on. 
A-one (A,). 

Speaking Begiiteri, — Men commonly sp«ak in 
their thick register. Tenor voices, however, use 
tho pleasant higher thick register. Very rarely a 
man may he heard speakinff in his thin register, 
with a thin squeaking quality. Those who have 
to do with partially deaf persons ought to know 
tiwt men are better heard when they speak greatly 
at a hi^ pitch of their voice, than loudly at a low 
jntch. ThiB constant speaking in the Vhiak register 
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strain their voice* too mach upward, and to ne^ect 
the cultivation of their thin register. Womm 
commonly speak in their thin register ; but some 
contraltos use their rich upper thick tonea, and 
occasionally a woman may be neard to speak in the 
rough lower thick register. It is this common 
habit of using the thin register in speech which 
tempts them, in singing, to employ it downward 
more than is necessary — and so, to neglect and 
ignore flie better tones of the upper thick register. 
Xedumim and Fseling of the Segiiter* — In 
tho lower thick register, lie whole length and the 
vrticde substance of (lie vocal membranes are thrown 
into full vibiatton. (Soo the Diagram at the rade 
of thfl Voice Modulator). The air must, therefore, 
press upon the membxauea with a greater volume 
than in the other registers. 'Wo fee! the air passing 
into the windpipe from alt parts of the lungs. This 
widens the rings of tho wmdpipe, and as a con- 
St. Co. (Nsa.J 
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sequence, draws down the larynx, " One thus has 
a sensation," says Madame Seiler, "a« if the whole 
body took part in this fonnation of sound." 

In the upper thick register, while the whole 
tMeknesB of the membranes is Btill in vibration, 
their fen^/4 is greatly shortened. " The sensation," 
says Madamo Seller, " is aa if the tonea came from 
the upper part of the chest." These physical sen- 
sations do not show how the soonds are generated, 
but what parts of tho nervous system are ejioitod 
in the process. They help us, however, to recognize 
' tho distinctions of register, and they account for 
soma of the conflicting names by whidi the registers 
have hitherto been known. 

In. the lower tTiJTi register the whole length of 
the membranes is again employed ; but only their 
thin edges vibrate., " Tho feolmg ia as if tJiey had 
their origin in the throat." 

In the upper Uiin register the membranes are 
again shortened, and the feeling is " aa if tlie 
throat had nothing to do with the tones — as if 
they wore formed above in tho month." 

In the small regist^ only a small part of the 
glottis to the front of the larynx is opened, and 
" one has the feeling," says Madame Seilor, " that 
the tonea come from the forehead." Thus the 
singer is like the violin player who Bomotimes uses 
a thin string, someldmes a thick one, sometimes a 
short string, sometimes a long one. These points 
of infoimation will help to fix the pupil's attention 
on the various changes of his voice. 

Boys' Voioei we find to be much the ssme, in 
Uieir various registers, as woman's voices, but they 
are commonly used more roughly and coarsely. 
The practice of permitting boys i> shout against 
an instrument in village sobools and churches, not 
only tears the voice to pieces, but dostroys that 
tenderness and fineness of feeling which murio 
ought to promote. It is this coarse use of boys' 
voiooa which has piodnced the imprMsion that they 
are different in quality from those of women and 
girls, and incapable of gentle training; batof conrso 
Hie greater physical strength of boys gives a 
greater volume to their voices than girls possess. 
It is a great mistako to set all the boys in a school 
to sing- the contralto, and aU the girls soprano. 
The Boprano and contralto voices arc found in 
about equal proportions among both boys and 
girls. When the time of the " change of voice " 
comes, the practice of singing should, for a time, 
not be even attempted, and should be only gradually 
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and carefully resumed. Many voices hare been 
ruined by the neglect of this precept. 

Yoioes and ** Parts." — The four principal 
'* parts " of choral music are marked at p. 29 ; 
but for glees, anthems, and men's voice music, we 
require a more minute classification, and as the 
cultivation of the thin register has probably made 
some good tenors, and that of the thick register 
some good contraltos, the teacher should now 
advise each of his pupils as to the part or parts 
for which his voice is adapted. The "parts" 
which women have to sing are often divided into 
first soprano, second soprano, and contralto. Occa- 
sionally we meet with four-part women's music 
requiring the contraltos to be divided into first and 
second. The " parts " which men have to sing are 
frequently marked — ^first tenor, second tenor, and 
bass ; an additional part being sometimes written 
for a first or second bass. Those who have analysed 
a great number of voices know that there is an 
almost boundless variety. Nothing should satisfy 
a teacher who wishes to use his class for the higher 
kinds of music, but an individual examination of 
each voice,— on the plan of the "Voice Eeport 
Book." 

The process of examination is simple but needs 
to be conducted with deliberate care. The teacher 
gives in the case of women and bo3rs, the pitch of 
G, and in the case of men G-one (G|). If only a 
tuning-fork is used, the greatest care is necessary 
to secure the exact pitch. Beginning with G or 
G-one (G|), the pupil laas downwards, (in long tones, 
taking breath before each), s, f, m, &c., wMle the 
teacher points on the " Voice Modulator."* The 
teacher takes notes or dictates them to an assistant. 
Doubtful tones should be tested over again. The 
various " breaks " should be crossed both upwards 
and downwards. When this has been done, the 
pupil, starting again from G or G-one (G|), laas 
upwards, s, 1, t, d', &c., while the teacher again 
studies and records the present condition of his 
pupil's voice. The teacher can bracket together 
several tones of the scale at the side of his Voice 
Report, and mark either by words or by figures 
(1 for fair, 2 for good, 3 for very good), first the 
quality then the volume ; or, he can mark the tones 
singly in the same way. Fig^es showing degrees 
of excellence in the blending of the registers should 
be given in each case. The most useful men's 
optional tones should be named, and the place at 
which a woman's voice breaks, between the upper and 
lower thick registers, should be marked. After 
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this it will be easy to mark the full compass of the 
voice and its best region. These considerations 
will decide the name to be given to it, as first or 
second soprano, &c., first or second contralto, &c. 
A faithful " Voice Report Book " will be invalu- 
able to the teacher when he wishes to select singers- 
for any particular purpose, and it will lead the 
pupil to study and cultivate his own voice. 

A first Soprano cannot easily be mistaken ; she 
possesses in addition to a good thin register, a 
few tones of the small register which easily blend 
with it. A second Soprano is disting^uished by the 
possession of a good upper thick register, along^ 
with a good thin register, even if she cannot com- 
mand more than a tone or two of the small. 

A Contralto voice is that which possesses good 
full tones in the distinguishing region of the con- 
tralto " part " — ^the upper and lower thick registers. 
The teacher must not be misled by the great 
compass upward which some of these voices possess, 
for their thin rep^ister is commonly weak and tune- 
less ; whilst their small register, though strong, is 
hard. When first contraltos are wanted, the teaoher 
will naturally select those which are weaker in the 
lower thick, and better in the upper thick registers, 
than the rest. This last voice is sometimes called 
mezzo (med'zoa), soprano. 

A first Tenor (as it is now called in G^ermany 
and France), or an old English " counter tenor," 
cannot be easily mistaken. He has a light and 
pleasant quality of voice in the upper thick and 
lower thin registers. Well-trained counter tenors 
can give good tones up to one-F (F') at the top of 
the upper thin register ; but such a range is not 
common. The highest reach of men's voice " parts " 
in Palestrina's time was one-C (C), or one-D (B'); 
the counter-tenor in Tallis and Morley's music 
reaches A and B(7, and the first tenor in German 
men's voice music does not often go above B7> It 
is quite common for tenors to force their upper 
thick register as high as this tone, but it is the 
distinctive quality of the first tenor that he uses 
with pleasure his thin register, and produces with 
it brifiht, yet soft and fiute-like tones. This first 
tenor, counter tenor, or tenor alto was used in 
England for the highest parts in men's voice music 
throughout the famous Elizabethan and Madri- 
g^lian age. But at the restoration of Charles H., 
the Italian Opera brought along with it the Eunuch 
singers, whose rich, strong contralto voices sug- 
gested to bass singers the employment of their 
equally powerful, but not rich, upper thin registers. 

Modulator," Is. 
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This nnfoiiunate disooyery led to the neglect of 
the softer and hrighter counter-tenor, and all the 
contralto music through HAndel's period was 
-written for the hard-tonod hass-alto, and the same 
Toice is still used instead of the richer female 
contralto, in cathedrals and choral societies, in 
which eighteenth-century traditions are preserved. 
It has been observed above (See " Small Hegister ") 
that conktdto, as well as bass singers, possess the 
power through their larger larjmx and stronger 
chest of forcing the highest register of their voices, 
like them the bass-altos are weak and breathy in 
the next register below, so that there is no con- 
tinuity and equality of voice across the break at 
G, and the change of register is marked and 
unpleasant. This peculiar, unsympathetic voice, is 
often uncertain and out of tune, and its cultivation 
is very undesirable. The Tyrolese basses use this 
thin voice in their Jodl songs ; but do not attempt 
to employ the region of voice lying between. The 
true counter-tenor or tenor-alto is no more wanted 
to take the place occupied in modem times by the 
contralto than is the bass-alto. But, for men's 
voice music, and for solo singing, it is very valu- 
able. The teacher will notice ^lat many tenors 
have of late been misled by the false talk of a chest 
G or a chest A, so as to force their thick voice 
upwards, leaving the beautiful tones of their thin 
voice entirely uncultivated. The practice of men's 
voice music, either separately or for half an hour 
after a mixed- voice class, will remedy this, and 
restore to England her long lost counter-tenors. 
The second Tenors are known by the excellence 
of their lower tones ; they have but little use for 
their thin register except on G. There, however, 
it should be truly cultivated if not also, as an 
optional register, on F. E. B. Tenors of both kinds, 
of the highest eminence, habitually change to the 
thin register on D or E. The shouting of -Qie tenor 
part on a forced upper thick register is most pain- 
ful to the ear, and a fruitful source of flattening. 
The First Sass, or Baritone Voice may be dis- 
tinguished fron the second bass by its not possessing 
fulness below C-one (C|), or B-two (Bg). Such 
voices seldom have the proper tones of the thin 
register, but they often find it a relief to employ 
that register as an optional one, instead of the 
higher two or three tones of the upper thick 
register ; it saves them from straining and flatten- 
ing. The second Bass is distinguished by its full 
robust tones on A-two (A2),G-two (G«),r-two (Fg), 
and even lower. In the upper part of the voice it is 
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not very HiflainniUr to the baritone. Those basses 
which have the so-called bass-alto or " head-voice " 
generally (though not always) of a shrill and 
screamy character, are advised not to use it. The 
examination of voices, here recommended, cannot 
occupy less than from fifteen to thirty minutes for 
each person, and should be regarded as a separate 
private lesson of great value to each pupU. 

Compass. — It will be noticed that in these 
instructions for the classification of voices, we have 
avoided any reference to compass as a criterion of 
judgment. This is not only because we are thus 
free to secure the best quality and the best volume 
for each " part," but because of the great injury 
done to voices by the habit of singing beyond the 
range of Iheir proper part. Teachers and psalmody 
conductors are specially exposed to this danger. 
They wish to show other people the right tones 
and are careless of the manner in which they pro- 
duce them. Previous teaching by quiet pattern 
is really a quicker, as well as a better way, of 
reaching the desired result. Some highly trained 
solo sinfi^ers may with impunity cultivate a great 
range of voice, but others are round to injure the 
tones of their proper compass by g^oing much out 
of it. When the more minute clasnfication of 
"parts" is required (each of the ordinary four 
TMurts being divided into first and second), it may 
be usdM. to note that few composers go beyond 
the limits marked on "The Voice Modulator," 
p. 106. The highest men's voice, the counter- 
tenor, and the lowest women's voice, the second 
contralto, coincide ; they sing the same part. 
From this point upwards and downwards the 
common compass of parts rises and falls by thirds. 

The Causoi of Flattening are — 1st, Physical 
Weakness. In this case the singer shotdd restrain 
his enthusiasm for the sake of others, and sing 
softly, and listen. — 2nd, The forcing of the U|>per 
Thick Begister in the higher part of men's voices, 
which is immediately cured by the cultivation of 
the thin. — Srd, Breathiness of Tone and other 
defects in various parts of particular voices. — 4th, 
Defects of Ear, to be cured by long and atten- 
tive listening, and by study of mental effects. 
— 6th, Careless and lax-delivery of Tiano or 
violent and coarse delivery of Forte, which can 
easily be avoided. — 6tii, Habitually singing with 
" tempered " instruments, with their flat fifths and 
sha^ thirds, putting the ear out of tune. — 7th, 
Sympathy with bad singers who are near, and 
inattention to the leader.-— ^th, Bad posture in sing* 
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the mamtenance of pitch a distiiict ol^ect of hia 
caxe, and should call the attentiQii of his papUa to 
it, often testing them at the end of a piece. The 
-close of one vena and the beginning of another is 
the comntonest place for inattention and, therefore, 
for fiattening. Let the teacher beware of it. If 
bo is acting- aa a precentor, lot him make his -voice 
heard on its effectiTe tones, especially at the start- 
ing of the lines. An orffanist may maintain the 
piteh withont playing londly, by a skilful manage- 
ment of the more piercing stops. A cadence 
('8 to D) delivered at a high pitch in an tnterlode, 
will iminesa the ear better thiui the load roaring of 
the lowest tones. 

Boltu-mg the Brealc—Teaor gingers should, at 
this stage, he required to mark the places at which 
it is most advisable to change from the thick to 
the thin, and from the thin to the thick registers. 
Sea p. 68 ; but note that when the registers are 
well equalised, so that the change from the one to 
the otJier can scarcely be noticed by the hearer, it 
mny be better always to change at one point of 
abflolnte pitch, instead of trying to suit the mnsLcal 
phrase ; this is done by some of our best singers. 
Each papdl should stndy the capabilitiea of his own 
vrace. Other voices, as well aa the tenon, should 
form a habit of "Sol£aa-ing their breaks" as scon 
as the key is pitched. Thus, for example, a second 
soprano, with a bad "upper thin" tone on one-P 
(P), who ia advised to cnltivale her "small" regis- 
ter on that tone, should learn to calculate the Sol-fa 
note on which it will fall. While Key C is being 
pitched, she calls to mind tbat the note sbe has to 
watch is f ; while D is pitched, she thinks of her 
T« and m ; while E is pittdieii, she reminds herself 
ot de and r, and so on. Mark the optiomil tones, 
and the places of change in the manner adopted in 
ExB. 170 to 17S.— See questions at close of this step 
—No. 73. 

Sixths, Eighths, and Rinthi of « PoIm are 
very little us^ except in instrmnental mnaic. The 
Eigkthi of a pulse ore thus named, tanafattaUatfiiie, 
:1 1,1 1.11,11 1. The Exercise of singing them to the 
teacher's b^iang, qnicker and quicker, wOl bo very 
amusing Ut the pnpils, and will greatly help to 
refine their sense of time divisions. There are two 
ways in which a pnlse may be divided into Sixtht. 
It may Qist be mvided into thirds and then the 
,S(. Cb. (HfewJ. 



' thirds into halves thus — foalaitQe, tafiUtfetiJl, 
:1I^1,11| which we may call * thirds-sixes," or 
it may be first divided ii^ halves, and then the 
halves into thirds thus — - ti^tu, taralattnlt, 
■' ' 1 .11 1 [ which we may call " halves -siieiu" 



atatercUiirili, :1 1 1 4 11 ,1 1 1|. It 

will be a useful ozorciBO for the teacher while 
beating time to call for "halvea," "quartare," 
" eighths," *' thirds," "thirds-sixes," '* ninths," 
"halves," " halves-aixea," and so on. 

Bare Divisiims of Time. — It will be useful here to 
give the notation and naming for some of the le« 
common rhythms. When a pulse is divided into a 
qnaitsr tone, a half tone, and a quarter tone, it is 
written thus | t ,1 .,| : or better thus | t ,1 .-,s ; 
and is called tafa-ete. When a yulse is divided into 
a three-quarter tone and two-eighths, it is written 
jr .,nif; and called TAA-ofene. When a pulse 
is divided into a three-eighths tone, an eighth-tone, 
and a half tone, it is written | d,-r.m. i and called 
ta-anaTAi. When a pulse is divided into a half -pulse 
continuation, and three halves-sixths, it is written 

: - Jmr [ and called -AAterele. In instrumental 
music, espei^ally for strings, it is aometimeB necea- 
sary to divide a pulse into less than an ughth 
when the same tone has to be very rsjudly re- 
peated ; in this case we place aa many dots over a 
note aa the parts into which it is to be divided. Id 
the instjiunental sc^ce of " Hallelujah to the 
Father," from Beethoven's Mount of Qlivei we 
find a half-pulse divided into six and another 
into nine ; they would be written as follows : — 
: .iltd'r'm'l .n'r'd'tlafnrll 

But we have no time names for such minabe 
divisiona. These exceedingly rare cases of rhyth- 

they are song, in the Common Notation aa well aa 
in OUTS. It will ho perceived that the Tonic Sol-fa 
Notation does not niake any lower division of tho 
pulse than that into eighths, and tliat divieum it 
mdioates by the simple absence of a mark. The 
oecasionBl practice of writing, in the Established 
Notation, two measures as though they were one 
(See — " What is a pulse ? " p. 66), makes it neces- 
sary, in that Jfottttion, to have a more minnte 
suMivision of pulse. In the Tonic Sol-fa Notation 
we, in such {ueces, pat two measures for each one 
of the^BstabUahod Notation. We find, praoticallv. 
that this mode of wnting secoree a. more ready 
appreciation, and a more exact execution of the time. 
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m to the ii^ Bkarp key T 

ime chord diivniKd in j^uiiig 

>n to the first Oat key t How do 



S. WTiftt sto thfl three principftl 
thingfl which intensify the mental-" — * 
of pAT^oular tonee in A tune ?— p, 

4. When uny particulai tone c 
dqale fe itronKly eniphuiwd Ihn 



b. Which Bje the modee iritli h 
major third Hbove thdr prindpal tone 
or tDuio-^wfaich sn those irlth b minor 
third 1 Of the major model n>hli^ ie 
tbe one ahnost exclnBifelriueduiioiig 
Wortem nntioHB I Of tho minor malea 
which ii the ana endiuiiTely need in 

DcBcrifaGthehliAaTicaLl afaangi?fl thirnigh 
huOBHed. Whst is Oie mentsl effect 
of the int»d(udloil of uf — end what 
la Qlb difflctilCy which, eqieDially En thia 



Id from the Lnh mode V 



any other mode? What kind of 
docB the ear ohjei^t to when two 
Jiords occnr conseontfrely mnong 



t^jry arranffement 
Tarielyin this cadmc 
8. When does the 



10. Describe the six chief ditScnltiet 
St. a. (Nub.) 






(0 the sing 
f K and h 



!T from the to- 
ft in theminoi 






tinfuish (hem in speec 
H. What ti mem 
Uodnlation t What ar 
nH>dulations from ra ' 

Modulation 
chan^ of t 
tuig niehing 



14, What is the meaning of thi 
word Accidental, and how are sod 
dentals aiiir«aed hi the Tonic Sol-fi 
Notation J-p, 88. 

16. DescTlhe six cases of Tery r«v]3 

10. What is the pnictiiH ehiDfly tr 
bs AToided to (diantiog ! — p. 84- 

etnd^t should do, and wmt arc th. 



1 Whatldndof pulse shun 
ne before the bCKtonto^ of 



two blemi^Hiwhioh shoold lead a 
precentor to tejeet some t 
21. What are tJie prinolpiJ dements 
inmioic! What are the 



study expression t — p. M. 
33. WhAtiitlieTffindpBThabitI 

loT what quality rrf lone should wi 






By what othdT ni 



le ton» described 



tihe 



54. How do the hroaUi nod ri 
act together to the clear attack'. _ 
the endual or bnatjung attaok f— fa 
the check '- — to the jerk ?— in tJia shir 1 
What ia the difference betwo&t a shir 
and a ^de t 

K. What is meont by B clew £«- 
lease of the Tone,— and what is Its 
important T 

55. SiBcribe Uie manner in whtdi a 
teacher should introduce his first eiet- 
cises cm the d^reee of fonw. — p. 00. 

ST. What are the names and signs 
: a \tma tone, or a phrase inonsnng 



^be the Frc«aiue and Sx- 

i». DcHifln His BtanttOi lbs 
Detached, and tha Legato driaa. 
— ''^-'^-— thstwDoonridoBtlaB 



31. Eowlsit th■tfti■p(l^bUfcE 
^la8flea to go on singing a luga qnaBll^ 
>f music without really Mmnv 

32. What pointB fn a tfloe him to 

rhether it should be sung loodlT or 
-oftly, OF with a modeiata degrce of 
foroB f-p. 88. 
Sft. axnt should a tas ^iaao be 

31. HowBhmldareBliibratlngJMi 

SsTVhat is " phrastog " I Bhsnrlts 
importance. Mention three at fvnt 
In which mnsloal phraaea can be 
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41. How should the entnmee of a 
** put " previously silent be treated ? 

42. In what two cases iftiould any 
of the parts, in musiCi be subdued and 
sohordinate I 

43. How should accompuniTnent be 
deliTered 1 

44. Describe the three ways of pro- 
ducing what is called a hnmmin g 
aooompaniment. What should be 
spedflfiy noticed in the imitation of 
natural sounds 7 

46. What are the tones of the sode 
most congenial to a quick and stirring 
tune, and what to a slow and solemn 
tune t In what ranges of his voice is 
each singer able to make his tones 
most effectively heard in the midst of 
the haxmony 7— p. 101. 

46. If in the nannony a singer finds 
a t(Mae placed in an effective part of his 
voice, which is congenial with the sen- 
timent be is singing,— how should he 

deliveritl 

47. How should rapid passages and 
mna be song, uaA whcii such pieces are 
song in oborva, what point is it impor- 
tant to notice 7 In the management of 
the braath for a run, what point has the 
singer to notice at the beginning, and 
what at the end I 

48. What kind of feeling is naturally 
exyioawd t^ the explosive tone, and 
wliat by the pressure tone 7 Which of 
these fteSMOXtoiies is the exaggeration 
of the U^akt style, and into which of 
them does the Mlaeeato naturally break 
<mt 7-H). 108. , ,^ 

40. In what manner should umson 
pasMigea be song, and what should each 
aingrer strive todo 7 

60. In what style should cadences be 
sung, and why 7 

61 . How should diwtingniHhing tones 
be sung, and why 7 

62rin oases of dissonances, what 
shocdd every singer know in reference 
to his own part 7 How should the 
zeaistang tone be sung, and how the 
phrase whidi contains the dissonating 
tone 7— p. 104. 

68. Why is it difficult to parse the 
riiythm (n pieces in which there are 



I fugal imitations 7 What is the name 
given to a fugal imitation which has 
been heard before, but which now 
follows its leader sooner 7 — ^p. 104. 

64. Describe Ihe highest register of 
female voices. State the |ntdi at whidi 
they pass into it. What is ihe name of 
this register 7 Why should coirtraltos 
genenmv refrain from using it 7 p. 106. 

66. What is the highest pitch whkai 
classic choruses require the first Sopra- 
nos to sing? What is the highest pitch 
which should be used in diurch choirs 
where the congregation does not join T 
What ia the highest pitch that can be 
en>ected from congregations 7 

66. What kind of voice will some- 
times find it a relief to sing one-F (F') 
in the small register 7 

67. Describe the lesser breaks of <3ie 
voice. How, and at what pitdi-soimd 
are these manifested in female voices 7 
How in male voices 7 

66. What registers are commonly 
used by men in ordinary speaking, and 
what by women 7 What is the conse- 
quence of these habits on the gin g in g. 
voice 7 

69. What is the mechanism of the 
Lower Thick register, and what are the 
pl^sical sensations felt in producing 

60. What is Ihe mechanism and sen- 
sation of the Upper Thick register 7 

61. What is the mechanism and sen- 
sation of the Lower Thin 7 

62. What is the mechanism and sen- 
sation of the Upper Thin 7 

68. What is the medianiflm and sen- 
sation of the Small 7 

64. What paints are noticeable in 
boys' voices when compared -with voices 
of women 7 What course should be 
taken at the " change of voice 7 '* 

65. Nametfaefoiir'*prinoipal parts" 
into which voices are most commonly 
dassifled. What other *< parts " are 
sometimes required 7 p. 108. 

66. Describe the manner in which 
voices are examined and recorded. 

67. What are the characteristics of 
a firat Soprano! What of a second 
Soprano! 



68. What are the characteristics of 
a first Contralto ! What of a second ! 

69. What are the characteristios of 
a first Tenor ! What of a second ? 
From what class of men's voices 
do we get the most agreeable tones 
in the upper thin re&ister! Give two 
powerful reasons why baoses should 
not use this register. 

70. What are the characteristics of 
afirstBass? What of a second 7 

71. What are the two reasons why 
in dassifjring voices you do not take 
compass for your guide 7 In what 
choral part, as in Handel's choruses, do 
the voices of men and women coincide, 
singing identical tones 7 In men's 
voice nnuic, what is commonly the 
highest tone of first Tenor, and the 
lowest of seocmd Bass 7 In women's 
voice music, what is oommonly the 
highest tone of first Soprano, and 
lowest of second Ckmtralto 7 

72. State all the causes within your 
knowledge of ''flattening." Meutxm 
anjrthing you think likdy to pres e nt, 
arrest, or correct it. p. 109. 

78. Mark in tbia heading of Exs. 
188 to 191, 193, 195, the Sol-fa names of 
the optional tones, at the command 
of a tenor voice,— mark also the places 
at which yon think it desinUtile to 
change the register. 

74. In what cases mav singers form 
the habit of dhanging the register al- 
ways on the same tone in abecriute 
pitch 7 In what cases should other 
than tenor voices stody carefully thdr 
option al to nes 7 

76. What are the chief uses of 
sixths, ei^ths, and ninths of a pidse in 
music 7 How are eighths of a pulse 
named and written 7 How are third- 
sixths of a pulse named and written 7 
How are half -sixths of a pulse named 
and written 7 How are ninths of a 
pulse named and written 7 p. 110. 

76. Give the Time names for the 
following : — 



:t,l.-,tll 



:r . ,inft| 

8 

:- .fnrH 



77. Hold a steady tone with one 
breath for twenty-four seconds. 

78. Sing with a beautiful forward 
quality of tone, to the Italian lah. 
Ex. 176. , ^ , 

79. Analyse the harmony of one of 

St. Co, (New.) 
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the Exs. 177 to 179— whichever the 
teacher diooses. 

80. Give an example different from 
those quoted of increased intensity 
given to the mental effect of a tone by 
accent— by cadence— by the interval of 



a fifth or under fourth. 

81. Write from memory or sing ihe 
three versions of the tune Dundee or 
Windsor.— p. 84. 

82. Draw from memory the diagram 
which shows the difference between th« 
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good study of the modulator with a thoughtful 
exercise of his voice will not only teach him 
those particular tunes, but will shew him the way 
to master similar difficulties in other music. 

In Ex. 245 the transition to the second sharp key 
becomes comparatively easy when the pupils realize 
the exact imitation there is in all the parts. As 
mentioned above, t is the more important of the 
two distinguishing tones. If the third part strikes 
it firmlv and promptly the second part will have 
little difficulty. In teaching the parts separately, 
the ear is not assisted by haraiony to establish the 
new key ; it will therefore be useful to show on the 
modulator what the notes would have been in the 
old key. Thus the third part would have de L r 
and the second part would have m de r. The 
second distinguishing tone m is felt to be a little 
sharp but is seldom a difficulty. This should be 
traced on the modulator. 

In Ex. 246 the difficulty of the "principal" 
transition of two removes is again lessened by imi- 
tation. The second difltinfipiiflhiTig tone comes in 



first, and then the second part strikes the first and 
more important distinguishing tone. When the 
second dLstinguishing tone is heard firtst the tranai- 
tion is easier to sing. It is something like taking 
one remove at a time. But the second case, that of 
a subordinate and "oscillating" two removes^at mea- 
sure 9, is more difficult to sing because there is not tiie 
same help from imitation and second because the first 
distinguishing tone is first introduced. The next 
transition has a perfect imitation note for note in 
its second part, and in its first part there is an exact 
imitation of th& melodial waving of the previous 
phrase one step lower. This last phrase would be 
r f m r (two more flat removes) if it were not har- 
monised chromatically, and so retained in the origi- 
nal key. 

Other examples will be found in " Additional 
Exercises," p. 66 for imitation, — ^pp. 68 & 72 for 
oscillation and to give effect to the next transitiim, — 
and p. 83 a transitional modulation to the minor for 
special effect, also to prepare effect. 
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OH, I'M THE BOT O' THE MOTJirTAIN. 

KEY P. Words adapted from UHLA3n),by J. S. Stalltbrass. 



:»i 

a.The 

:8i 

^2.When 

iS.Bat 



8| :d :n |8 :n 



Moun 

8i :d 



thnn 
when 



- tain Shep - 

:n js ;n 

• der douds 
Bome day 



:d' 

herd 

:d 

be- 
the 



8 :- :f 

hoy, 

t, :- 

low 
I church bells ring, 



ir :- 

am I, 

:t, It, :- 

me crawl, 



:li 

Your 

:li 

A- 

And 



1, :r :f ll 



lof ■ 

ll :r 



bout 



:- :8 



:*/ 

me 
lage 



tow*rs 

If :- 

stands 
maids 



he- 
rn 

a 
in 



8 
low 

n :- 



- :f 



in 

me lie; 

:r Id 



bright blue hall ; 
gar - lands sing, 



Is 

long 

in :- 

fa - 
by 

d»:- 

rm 
n :- 

Tm 
more 



- :f 



est 

:r 

ther's 



n :- 

while 

d :- 

cot - 



my I own 

:di 1 8 :d} 

the boy o' 

is 



:n 



:n 



the boy o' 
the boy o* 



:8| 

Here 

:8| 

I 
ru 



8i :d 



shoots 

8| :d 



:n |8 

the 

:n 



:n 



sun 

|8 :n 



know 
take 



ihem well, 
the tru 



:r 

he 

:t, 



Id :- 

stays. 

Id v 



IBb. 
Oh, 

:d8,.f 



tage wall ! " 
fire-side. 



Oh, 

No 



d :- 

I'm 

n, :- 

I'm 
more 



:d' 

his 

:d 

they 
est 



8 :- :f 



ear - 

ti :- 

hear 
for 



:d |8| :d 

the boy o* 

:n, is, im 

the boy o' 
the boy o' 



:n' 

the 

:d 

the 
the 



n':- 


:ri 


|di :- 

tain, 

m :- 

tain, 
tain. 


• 
• 


moun 

8 :- 


:f 


• 
• 


moun 
moun 


. 





f. P. 

f'd" 



I 
In 

I 

No 



U':- 

am 

n :- 

am 
more 






ly rays, 

:t. It, :- 

me call: 
my bride,. 



:n is :r :f 

the boy o* 

:d It, :t, 

the boyo' 
the boy o' 



the 

:li 

the 
the 



With 

:f 

«0h 
And 



8 :- 

me 

n :~ 



spare 
sit 




:n 


n :- 


:r 


the 

:d, 


moun 

8, :- 


:f 


the 
the 


moun 
moun 


• 



C. t.m. 
:det 



Id :- 

tain, 

I I"! :- 

tain, 
tain, 

n :- :r id :- 




moun 



tain. 

8! :- :f, in, :- 



moun 
moun 



tain, 
tain. 
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Ex.246. 


KEY C. 




s :— 


:s 


1 


Ho 


■s- 


ho 
f 


Ho 


- ly, 


ho 



HOLT, HOLT, HOLT. 

ta :— :1 



:1 

ly, 



ho 
S 



ho 



:n 



:f 

ly, 



Telemafm (1750}. 



s 

ly, 

— :n .r 



Lord 

:n .d 



ho - ly. 



— 


:t .d' :r' 


r 


:- .n :f 


Lord 

d> 


:- .t :d' 


God 
S 


of 

:f :« 



God 



of 



r' 


:d' 


God 




n 


• 


God 





r' .n' :f' 



ti 

Sa 



of 

:8 

of 



ba 

:d 

ba 



n' 



Sa 
f 

Sa 



:r' 



:d> 

ba 

:fe 

ba 



r' :— 

oth! 

s :— 

oth! 



t 

oth, 

8 

othy 



:8 

Ho 



:di 



Lord 



• 8 • 8|8 

Heaven andJ 



1 .sjjt .l,t 

earthare full of thy 

- .t,l :s JT 

ofthyglo - 

r :- .r 

folly are 



f. C. 

n .n,f : ■r',n'.d',r' 



• 
• 


• 
• 




d> .» :di 


- .t,l:8 .£ 


PI 


glo-ry full 


of thy glo - 


1T» 



G. t. 

:d'f .8,8 

Heaven and 



1 .sjjt .l,t 

earth are full of tiiy 

:dif 

Hea • 




T 



Ho - san 

.,r :H .1 



full, 



are 



t .d»,r»:n',f.r',n 



na! Ho - san - 

8 .l,t; d' .t 

full of thy glo - 



di . 

na! 

1 .n 



f . p. L is D. 
Heaven and 



ry. Ho - san 



ba.n,ba:8e.ba,8e 




O. t.ixi. 

1 .n :i8 

glo - ry, full 

d :1|8|.8|,8| 



nal 



- :f .f 

of thy 

li .8|,li:ti .l|,t| 



Heaven and earthare full of thy glo-ry. 



f. 0. 

n .n 'As .8,8 

lo - ry, Heaven and 



r. 



8| 'M 



fuU 



1 .8jJ:t .l,t 

earth are full of thy 

- :f .f 

of thjr 



d' .8 :d' 

glo - xy, fuU 

n ;- .f,8 

glo - - - 



- .r',n':f' 
1 



are 



full 

:- .t 



St. Co. (NewJ 
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ry 



of thy glo 

:d' 

Ho 



r' .t ,d' :r',n' .r',n' 



ry, Ho - san 

t .8 ,1 :t 



sau 



d' .l,t :d'^'.d',r« 



na! 
1 

na! 



Ho - Ban 



.1 

Ho- 



SIXTH STEP. 



121 



8 



.8 

na 



:d< 






- 


.t 


,1 


:t 


in 














• 


.f 


,n 


r 






• ^ 


- 


na 




in 









.t 

the 

.r 

the 



d' 


:s 


high 

d 


:s 


high 


- 



est. 

d 

est. 



Ex. 247. 

8| :— 

l.GoocT 
2.Good 

3.Good 
4.aood 



SET A. 

Id 

night ! 
night! 

I Hi 

night! 
night! 



GOOD NIGHT. 

Wordfi translated bj J. S. Stalltbrass. 
[To illustrate chromatics.] 



S| 



good 
good 

n, 

good 
good 



:d 



m 

night! 
night! 

|S| 

night! 
night ! 



r 

We 

May 

t, 

There's 
Heav*n 



;- .re |n 



•__ 



^X. lit V. 



:d 



have fought our 
the star - ry 

.li Isei :li 



an 



eye 
Fa 



that 
ther, 




dai 
splen 

ti 

knows 
with 



- .f In 



ly fight; 
dour bright 

.t| Id 

no night ; 
thy might 



P 

r 

Peace 
Cheer 

t| 

Child 
Bless, 



•de |r :re 

of mind and 
the eye that, 

.leilti :1| 

of man, while 
and streng - then. 



n 

rest 
sick 

sei 

thou 
and 



- .r 



Id 

fromhea 
withsor 

.seilli 

art sleep 
re - store 



:si 

ven 
row 

:n, 

ing, 
us, 



r 

To 

Weep 

t| 

Faith 
For 



.de |r :re 

re - ward our 

ing watch - eth 

.leilti :1| 

ful watch and 

the new day's 



n 

toU 
for 

861 

ward 
work 



- .r Id 

are giv 
the mor 

I- .861 111 



'tis keep 
be - fore 



:8i 

en; 
row,- 

:ni ■ 

ing; 
us, 



Noi ■ 
Star 

n 

There's 
Heav'n 



dim, 

.it Is :n 

sy day has 
ry splen - dour 

•re |n :d 

an eye that 
ly Fa - ther 



n 

tak 
soft 

8| 

wakes 
with 



.re in 

en flight : 
and bright ! 
.feiJSi 

all night, 
thy might ! 
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Good 
Good 



Good 
Good 



Id 

night! 
night! 

jreilni 

night! 
night I 



ii 



good 
good 

good 
good 



• , T 



S| 



|8| 

night! 
night! 

jni 

night! 
night! 
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Ex. 248. KEY B |r. 



NIGHT 80VG. 



l.On the- 

:n .r 

^2. Iq Uic- 



wovLi there brcKxLi 

d :ti Hi :- 

hcav'iily land 



8 :f In :— 

Deep re - pose, 

ti :t; id :— 

An - gcLs sing, 



n :r |d 

deep re - pose, 

»i :fi |ni 

an - gels sing, 



:n |n : — 

Not one 
No pain 



I 



:d 

Not 
No 



n :— In :r 

breath stirs A - 

or care Can 

d .ti : d .1| Isei :- .sei 

one breath stirs A- 

i)ain or care Can 



d .ti :d .1| |sei :— 



mong the firs, 

en - ter there, 

Ir .8ei:li .f| jni 

firs, 
there, 



mong the 
en - ter 



And 
But 



- .seii li .t[ Id 

And no ze 

But sweet Toi 

"l :fi I Hi 



no 
sweet 



ze 
voi 



:t, 

- phyr 

- ces 

- phyr 

- ces 



1. :- 

blows, 
ring. 

di :— 

blows. 

ring. 



I- 



I — 



P. t. 

.'•iti 

Thai 
On 



d ^ :n 

birds have an 



js :- .f,n 

end - ed their 
earth we must soon end our 

.*id jn .n :n .r4 

The birdshave ended their 
On earth wesoonendour 



song, 
song, 

ti 

song, 
song. 



;— I- 



;— I— 



dJ. Bb- 




.tad'idi .di :d' .t,l 

The birds ha re ended their 
Onearth we soon end our 



d .,1 :n In 

birds have all end 

earth wo must soon 



:- .r,d 

cd their 
end our 



se 

song, 
song, 

tl 

song, 
aong. 









mf 

8 ;- ji >d' 

a- 



Wait 



tl 



Wait 



:- «d f\ 

a- 




:- .n S |r 



ere long, 

t__lzAJL '*' 

cro long, 



I 



P. t.m. 

s :- ,n 4' l« 

Wait a - wfailey 

^^ ti :- «d ,n |n 

Wait a - while, 





4n 


f. Bb. 

: '1, 

Thine 

Thou'lt 


aiZTH 


ATXF. 






f 


•- .n S |r 




8| : 

oye 

Hi : 

with 


- .8| 111 
shall gont 

- .»! jiei 
tho an 


:t, 

- goU 

Si : — 
closo. 

n, : 

sing. 


d 


ore 

r 


loi 

J- 4 »r It, 


close, 
n, 


©TO 


loi 
rali. 

Thine 
Thoult 


sing, 


1 — 


•l 


:- »feui,|l, 


(tolft 




1 — 


eye 

Ml 


:- ,rc 


shall gont 
tho an 






with 
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I- 



r 8 

t n 



t rtl r 



1x^8 d 
i 
8 d'/ 
t n 



Three Bemotes. — Almost the only casos of throe 
removes aro those of three /fa^ removes with modu- 
lation to the minor ^ or of tnree sharp removes with 
modulation to the major. In these cases the 
similarity of the npi>or part of the two modes (m 
ba M 1 and s 1 1 d') assists the ear in passing over from 
one key into tho other, ospeciallv if that form of the 

minor mode contsdning hah is 

used. The third flat remove is 

tho more difficult to sing shnply 

because tho minor modo into 

f which it enters is itself artificial 

n and difficult. The third sharp 

remove is the less difficult, 

because tho major mode into 

which it enters is more natural 

to the ear. The Physical 

ChangtB, therefore, made in 

three removes, vary with the 

varying use of bah and ae. 

They may be greater or smaller 

than those of two removes. 

The Mental Effects are obvious, 

— ^for a modulation from major 

f to minor and a flat remove 

n together naturaUy produce a 

gloomy depression of feeling, 

I ]• and a mooulation from minor 

to major combines with a sharp 

remove to produce a strange 

kind of excitement. 



1 r 

80 

S df 

hat n \ r 8 

80 

r n df 
hat n 
r 8 d t 



f 

n 



/ 



/ r 



d 
t 



1 



d/ 
t n I 



t n I r B 



r 8 



8 if 



d 
t 



1 r 

80 

s df 

hat n \\r 8 



Thb Exebcisss. — In the same manner as above 
the teacher will shew his pupils on the modulator 
that in Ex. 249 the transition to the third sharp key 
18 not very difficult, first, because it moves to the 

8t, Co. (New.) 



more familiar and more natural major mode, and 
second, because the second dislinguisning tone (m) 
enters first, after that the third (1^ and the* most 
difficult (t) last of all. In teacning each part 
separately it may be well for tho third pait to 
remember that f m is tho same thing as r de of tho 
the preceding key, — and for tho second part to 
notice d' fe is the same as f t,. All three parts 
should hold out the d its full lengUi in order to get 
it well into the ear before taking the new transition. 
The section in key C should be practised separately 
before it is united to the previous section in E (7. 
Hiis also should bo the case with the section in key 
B b, which is difficult, being a sudden remove from 
the major to the artificial minor. Although the 
distixiguishing tone of the second remove (f ) comes 
late, it is only an alternative tone with bah, and so 
is awkward to sing. This tune contrasts verv 
plainly the natural boldness of the '^ relative major 
and the cold brightness of the "tonic major." In 
Ex. 250 the transition to the minor of the third 
flat key is very difficult to sing, first, because it is 
to the minor, and, second, because it introduces tho 
" alternative tone " (f ) so early. If the third part 
sings f , f correctly ana boldly, the second part will 
have no difficulty. In learning the third part 
separately it may be well to remember that 

:li jfi :f Ji|ri«Hke m |d :d'.t | 1 of 

another key. It may scarcely bo nocessarv to note 
that, in the second part, d r f is like ma f la of tho 
previous key,— and in the first part m 1 is like s dl. 

Other examples may be found in "Additional 
Exercises," pp. 78 k 94 for special effect,— p. 86 for 
subordinate transition and return, — and pp. 70, 84 
k 92 for returning transition. 
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8IXTH STKP. 
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Ex. 249. SET E|7. 



W, Q. M'K. 



I :8e |1 :t 




d .n :-..n \n :f 




d :t| Id :r 
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:- 1- :n 
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:- 1- :d 
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:r 

d. f. Bb. 
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:n 
:d 



:t 


.1 


:f 
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:r 


.f 



It 
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:8e 

:ri .X 
:n, 



:ti 

:sei 

:ni 



H 
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Ex. 250. KEY C. 
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:8 .8 |1 
:n .n |f 
:d.d If 



:d' 
:n 
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8 

r 
ti 
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:n.f jn 
:d.r Id 
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:fe 1 8 



:t 


d' : 


:-.f 


n : 


:si 


d : 






Ex. 251. KEY C. Andante, 

8 :- .8 jl :8 

Feaee - ful slum - b'ring 

n :- .n |f :n 

8t, Co. (New J 



dl 

on 

n 



THE LTJLLABT. 

:t 



:- .r' jdi 

the o 

:- .f jn 



cean, 

:r 



n' 

Sea 
8 



- .r' |d» .t :d' .1 

men fear no danger 

- .f |n .r :n .fe 
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s :— 


1— : 


8 


:- .8 |1 :8 


d> 


:- .r' |n« :d' 


nigh, 

s : — 


I- .f rn .r 


Winds 

n 


and waves in 

:- If :- 


gen 

n 


tie mo - tion, 

:- .f Is :n 




The winds and 


waves 


in 


gen 


tie mo - tion. 


P 

8 :- .n 


|1 .1 :8 .fe 


rit, 
S 


:— If .n :f .s 


n 


:— 1— : 


Soothe them with their lu-la- 

n :- .d If .f :n .re 


by, 
n 


lul -la, lul -la- 

:— |r .d :r .ti 


Y 


:- 1- : 


s.d.f. E"?. / 

8n :- .n 


If :n 


d' 


:- .t |1 :se 


n 


:- .r Id .t| :d .r 


1. When the wind tem - 

nad :- .d jr :d 


pest 

n 


uousblow - ing, 

:- .r Id :t| 


Rolls 

n 


the billows mountains 

:- .r Id .t| :d .r 


2.'Neath a 
C. t.m.1. 


hea - yen 


black 


and scowl - ing, 


Trust 


- ing Onea - bove the 


"s :— 


1 : 


8 


:- .s |1 :8 


d> 


:- .r' In' :d' 


high, 

PIS : — 


1- .f :n .r 


Rtill 
They 

n 


no fear of 
in hor - rid 

:- if :- 


dan 
tem 

n 


ger know - ing, 
pest's how - lii^, 

:- .f |8 :n 


sky, 


E'en then no 
They in the 


fear 
hor 

rit 


of 
rid 

PP 

:— jf .n :f .8 


dan 
tem 


ger know - ing, 
pest's how - ling. 


8 :- .n 


|1 .1 :s .fe 


8 


n 


:— 1— : 


They in 

n :- .d 


storms hear lulla- 

|f .f :n .re 


by. 
n 


lul -la, lul-la- 

:— jr .d :r .t 


by. 

d 


:— 1— : 


Hear a 


mo-ther's lul-la- 


by, 


lul -la, lul -la- 


by. 





MUSIO 07 THE SPHEBES. 
Ex. 252. KEY A. Words translated from Bbssbld, by J. 8. Stalltbrass. 



d :- .d |d :8| .d 

l.Stars are g^Vn us our 

Hi :- .Hi jHi :ni .rii 

2^ee yon star written 



n 

life 

8| 

con 



:- .r |r 



:d 



to bright - en, 

:- .fi Ifi :ni 

so - la - tion ; 



d .ti :1 



\ 



And 

Ml ill 

" Here is 



our 

:f 



dim 

If. 

past 



:li,.ti 

earthly! 



d :d .1| 111 

path - way to light 

n, :1, ,f, If, 

earth's tri-bu-la - 
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:8i 

- en; 

:n, 

tion; 



n :n 

They can 
8| :8| 

Fil • grim, 



j n .,d :f .n 

sweet - en the 

| S| .,n i :1| .Si 

keep your 



r :d 

scourg - ing 

fei :fei 

cour - age 



iti 

rod, 
1 81 
high, 



:- .(8|)\ 
They/ 

:- .(8,)( 
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SIXTH BXSF. 



raise 

t, 

If 



:s .f |n :d .r 

up the soul to her 

:tt .t| Id :ni .f| 

thro' the dark you would 



n 

Fa 

»l 



:r 

ther. 



:f 



climb the 



Id 

God. 

in, 

skv." 



8.d.f. C. 

na^i 



:di .,t il :8e 

See you the sol - 

">id.»r rn .jn jf :f 

Hark to the ho - ly 



1 .t :d' .r' in' .,re':n' 



words there 

f .f :f 

mel-o - dies 



glow - ing: 

n ,,re tn 

ring - ing, 



£' :f' .n'lr; :r'.d' 

No - thingOQ earth a- 

1 :1 .B If :f .n 

There is an or-bit where 



1 :1 .1 |se :se .86 

«A11 that is earth -ly shall 

1 :1 .1 |se :8e.8e 

They to the worlds and the 



1 

soon 
1 



t :- .1 |8e :— 

bi - detiisure; 

r :re |n :— - 

thou shalt move, 



Al. t.ni.1. 

Id :— 

Souls 

den, : — 

Or - 



|8| :d 

that are 

|8i :n, 

der'd a - 



:f .£ If 

be go • 

:f .f If 

gcs are sing 



:n 

- ing: 



n 



:— Im- 



pure, . 

d :— 

right, 



I- 



8 

Souls 

t, : 
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|8 :f 

that are 

|ti :t, 

der'd a - 



n :— 
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d :— 

right 
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shall for 
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e - 



n :— |r :— 
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si :— If, :— 

tor - nal 



d :— 

dure." 

n, :— 
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Ex. 253. KEY C. 
/ 

8 :- .n :8 

I.Sound the loud 



SOUND THE LOXm TTTffBREL. 

Words by Moore. 



2.Praise to the 

8 :di :di 

tri - umph'd — ^lus 

8 :n :d 

ar - row, his 



ty - rant is 

d :ti :1| 
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tim - brel o'er 
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d' :- .t :d' 

1)00 - pie are 

n :- .8 :d' 

breath was our 



: :Jf'8 
bro - ken, His 

li :si : 8| 

sto - ry Of 



UX> Jjm C 



d' :t :1 


8 :— 


:8 


8' :- .n' :d' 


E - gyp*'^ "lark 


sea! 


Je - 


ho - vahhath 


• * 




:s 


n :- .d :n 


praise to the 


Lord, 


His 


word was our 




G. t. 








• 

• 
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free! 


Sing- 


for the 


pride of tbe 


t :— : 


's, :— 


:n, .8, 


n :n :r 


sword! 


Who 


shall re- 


turn to teQ 


8 :- .fe:s 


n :d 


:n 


f :f :f 


cha - riots and 


horse-men 


all 


splen-did and 


n ;- .re:n 


d :d 


:d 


r :li :t| 


those she sent 


forth in 


the 


hour of her 
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f. c 
f :n : 


1 

[ow 
.8 


• 
• 

vaia was 

f :f 


• 
• 

thoir 

:f 


• 
• 

boast - ingl- 

f :n 


:'d' 

- Tho 

: n 


di :t 

Lord hath 

n :r 


:d' 


brave, B 

d :— :ds 


but 

:d 


prido P For the 


Lord hath 


looked 


out from 


his 


pil - lar 


of 


s.d.f. E 

n' :r' :d'l 


b. 
.t 


d" :t 

cha - riot3 

d :t| 


:1 

and 


n :n 

horso - mon 
sei : 86) 


rltard, 

:d .r 

aro 

:li .ti 


n :n 

sunk in 

d :n 


:n 


apo - kon, And 

d :t| :dl,.ti 


the 


glo - ry, And 


all hor 


brave 


thou - sands 


aro 


dashed in 


the 


1. :- : 


fC. t.m.l. 
"8 :- .n 


:8 


n' :n' 


:ri 


d' :t 


:1 


wave. 

1, :- : 


Sound tho loud 

den :- .d :n 


tim - brol 

8 :8 


o'er 

:f 


E - gypt's 

n :r 


dark 

:f 


tido. 














s :— :s 


8> 


:- .n' :d' 


8 :di 


:di 


d< 


:- .r' :t 


d' :- 


• 
• 


soa; Jo - 

n :— :s 


ho 

n 


vah hath 

:-.d :n 


tri - umj 

8 :n 


)h'd— his 

:d 


poo 

n 


plo aro 

:- .f :r 


free. 


• 
• 
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Ex. 254. KEY G. 



TBT7E LOVE. 




n .8 :— 

never, 

8| .n, : — 

novor, 



nev-or 

ii. .fi 



nov-or 



n 



:- I 



gleam 

d :— I 

way, 
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n .r :— 

never 

8,.fi;— 

never 



r.r :- 



May 

:d 

Soon 



id 
die, 

mi 

die, 



d 

die, 
Hi 

die. 



8 

fly 

t| 

fade 



r 

Truo 

fi : 

True 



|1 
lovo. 

If. 

love, 



- I 



B.d.f. B 1^. 



ul. X/. C 



8 : — 

truo 

Hi :— 

truo 



Hi 

love 

If I 

love 



.f 

can[ 

.ii 

canj 



.f ii. 

like child 

.1. ifi 

its sum 



Al- 
Life's 

:t, 

hood's 

:fi 

mcr 



d 

though 

n, : 

spring 

d 

dream, 
ni : 

day. 



.d Id 

its first 

.n, ill 

may pass 



— I 



:r 

bright 

:t, 

a 
F. t. 

: y8.f 

Yet 

:'«iti 

But 
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eres, 

n :r 


.n IS 

its se 

.d |1| .t| : 

'mid win - 


;f .n 

cret 

't| .d 

try 


1 :- 1 

fire, 

f :- 1 

gloom, 


— 


• 
• 

• 
• 




G. t.m. eres, 

'en :r .n is :f 

TiU life it - self 

rd :ti .d ill .ti :t| 

True love will ev - er 


.n 


bums 

d :t| 


ea 

.d 


bright 




1 :— 




• 

1— : 


s .,fe 


s :— 1 


eres, 

n 


:1 


nt 


d' :— IS : 




pire: 




1- : 


Ev -er 

n .,re 


glow 

n :— 1 


ing, 

d 


Ev 

:f 


- er 


grow - ing, 

n :— |n : 




bloom, 






StiUnn- 


dy - - 


ing, 


Time de-' 


fy - - ing. 




P 

n :— 


1- 


:r 

we 


d :— I— : 

die, 


PP 

Si : 


_^ 


111 


:t, 

we 


d :— 1— : 

die. 




TiU 


Till 








d :— 


iS| 


:fi 


n, :- 


■ 1— : 


fi : 


^ 


if> 


• 


ni :— 1— : 





Ex. 
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255. KEY ] 

:s .,fe 


s 


Come, 


fays 


and 


fair 


n . 


:n 


.,re 


n : 


Come, 

d . 








n' 


• __ 




d' : 


fair 


- 


. 


ies, 


S 






n : 



COME, FAYS AND FAHtlES. 



:n .,n 

Come a - 

.4 



n 

ies. 



n 

way, 

d 



Come a 

:d .4 



:s 

Yes, 

:f 

Yes, 



n 

way, 

d 



s .d' :n' .,r' 

Come,a - way ye 

n .n :8 .»f 
d . :d . 

Come, come, 



S • 

Come, 
n . 

Come, 

d . 



fays andj 

8 .yfe 



d' .t il^.df 

fays and fair -ies 

n .r :f .n 
d . :d . 

come, come. 



s .8 :s,fe .s,l 

Wlule the moon is 

n .n ;n,re .n,f 
d . :d . 

Come, come. 
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S 

shin-ing 

n .r 

come. 



.f :r 



hright, 

:ti . 
:si . 

come, 



ii 



s .d' :n' .,r 

Now for - sake the 

r\ »n :s *f 

d . :d . 

Come, come, 



d' .t ;l,t.d' 

wood's deep sha-dows, 

n .r :f .n 
d . :d . 

come, come. 



r' .r> ;r»4'.t A\ 

Cknneaxid danoeinherj 

V • V • V |X (S f X 



s 



:s 



Come, come, 
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t .1 :s .8 

sil - ver Kglit,yes, 

8 .fe :s .1 

r .r :8 .t| 

cornea - way,yes, 

8 .d' :ni 

Now for - sake 



8 .d' :n' .,r' 

Come a - way, ye 

n ,n :s .,f 
d . :d . 

Come, come. 



d' .t :M.d' 

fays and fair -ies, 

n .r ;f .n 



d . 

come, 



:d . 

come. 



8 .8 ;8,fe .8,l 

While the moon is 

n .n :pi,re.n,f 



d . 

Come, 



:d . 

come. 



.1 



n .n 
d . 

Come, 
d.f. C. / 

Come, 
.naf 

.dr 

Come, 



trip 

n 
d 

trip 



:s 
:d 

come, 

.d< 

it 

.n 

d 

it 



the 
.,f 



d' .t :l_jt .d' 

woods* deep sha - dows. 



n 
d . 

come. 



.r 



:d',r'.n' 

merri-ly 

:n »f .8 
:d A -d 

morri-ly 



r' 

ho, 
8 

t| 
ho. 



:f 
:d 

come, 



.n 



.t 

hOy 

.8 

.r 

ho, 



:s 

ho, 

:s 
:s 

ho, 



.1 



.t 



Come and 

f .f 

t, . 

Come, 



:8 .1 ,t 

dance in her 

:f .f .f 

:t| 

come. 



p 

ri 



.d',d':t .1 



list to the li - ly 

ri .d'4':t .1 

r' .d',di:t .1 

List to the li - ly 



8 .f :r 

shin-ing bright, 

.r 



n 

si . 

come. 



li 



.1 



n' .r 

sil - ver 
f .f 

8| .8i 
come a - 



:8i . 
come, 

FiNB. 

:d« 

light. 

:n 
:d 

way. 



8 



.f :n 



bell's sweet sound, 5 

8 .f :n 
8 .f :n 

bell's sweet sound,^ 



.1 ,t 



/ 



d' .d' :d',r'.n' 



Come, 
.f 


trip 

n 


it 

.n 


merri-ly, 

:n ,f .8 


.r 


d 


.d 


:d ,d .d 


Come, 


trip 


it 


merri-ly, 



A. t.m.l. 

PP 
"Si. 

La 
deni. 



S| 
la, 

n. 



S| 

la, 

Hi 



r' .t 

ho, ho, 
8 .8 

t| .r 

ho, ho, 

p 

•Mr .r 

"Wea-ry 
: 8i . 

la, 

.: r\\ . 



:8 

ho, 

:s 
:8 

ho, 

n 

mor 

8| . 

la, 
d, . 



r' .t 

Lightly 
f .f 

tl . 
Trip 



:8 



.1 ,t 



tals 

:8|' . 

la, 

:d|. . 



trip it 

:f .f 

:t| . 
it 



n' .r' :d' 

round and round. 

f .f :n 

ti .ti :d 

round and round. 



n 


:- ^re 


now 




8| . 


:8| . 


la, 
d, . 


:d| . 



are 



8 


. f 


sleep 
tl . 


:ti . 


la, 


la. 


S| . 


!8| • 



n 

ing 

d . 

la, 
d, . 



:1| r.ti 

Sil -ver 

:li . 

La, 

:fi . 



d 

stars 
S| . 

la, 

n, . 



:d 

the 

:si . 

la. 



d :- ^tud 


n 


:- -.r 


watch are 


keep 


- 


8| • :S| • 


sei. 


:8ei. 


la, la. 


la. 


la. 


Ml • *r\\ t 


"l . 


:ni . 



d 


:8 .,fe 


8 


•— .• 


ing, 
1| • 


Fays and 

:n .,re 


fair 

n 


• ^ 


la, 
ll . 




Come, 

d . 


come, 

:d . 
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n 

ies, 

d 



d . 

come, 



Fays and 

S| .,fei 

Fays and 



n 

fair 

d . 

Come, 

Si 

fair 



d . 

come, 



les. 



come, 

jrii . 

ics. 



come 

d, . 

come. 



r .ti,d:r . 

Come from the glen, 
t| • !l!| • 

Come, come, 
S| • !S| • 



t, . 

come. 

S| . 



oome, 

8| . 



n .d,r:n . 

Come from the hill, 

d . :d . 

Come, come, 

d| . :di . 



les. 

d . 

come, 
n, . 

ies. 



come, 

di . 

come. 



come, 

d, . 



8 ,fte 

Fays and 

n .,re 



r .t\4*T .ti 

Come from the Ibnn -tain, 
t| • !t{ • 

Come, come, 
8] • ! S| ■ 



S 

fair 

n 
d . 

Come, 



: — 


n 


:n .,re 


n : 


- 


ics, 

d 


Fays and 


fair 

d . : 


:d . 


d . 


:S| .,fei 


Come, 

S| : 


come. 


come. 


Fays and! fair 



tl . 


:t, . 


come. 


come. 


S, . 


:s, . 







n .d,r:n 

Come from the xill, 

d . :d . 

Come come, 

d] . :d| . 



f. D. 

ds 



yes. 
ta,f 

yes. 
"it, 



d . 

como. 



D.a 



HoreBistant Removes are not much used in ordin- 
ary choral music. They can be studied on the 
•extended modulator. See also my "Construction 
Exercises," p. 154, and "Introduction to the Com- 
mon Staff Notation," p. . . 

Effect of Speed and Force. — ^We all know that 
when we are excited our pulse moves quickly, and 
that when we are calm and meditative our pulse 
moves more gently and slowly. This is the general 
principle which must govern our speed of move- 
ment in singing. It should be regulated by the 
■character of the emotion we are eiq)ressing. We 
may also notice, that the same state of our feelings, 
which naturally suggests that we should speak 
quickly f generally leads us, at the same time, to speak 
aloud. And the same emotions which lead us to 
speak slowly, commonly also suggest that we should 
fQ>eak softly. Hence Uie connection between speed 
and force. In this study, however, the following 
•caution from Dr. Lowell Mason should be kept in 
mind. He says, "The very same words may be 
sung by different persons, or even by the same per- 
son at different seasons, — in different moods of mind, 

St. Co. (New.) 



and so with a pervading difference of expressioii. 
The hymn commencing, "When I can read my 
title clear," would be sung by one man (looking at 
his Christian hopes thronghthe tears of penitence and 
sorrow) with a subdued trembling confidence, and 
by another man (who has long taken ' Jesus ' for * the 
Christ,' in whom his soul trusts) with the free full 
triumph of gratitude and faith. The laraelites, 
before they crossed the Red Sea, might have sung 
such a hymn as that which begins — 

I sing th' almighty power of Gkid, 
That made ue mountains rise ; 



That 
And 



spread the flowing seas abxbad, 
1 Duilt the lofty skies. 



But they would have simg it, in a very different 
strain after they had crossed the Red Sea! It 
might be said, that, in both these cases, th,&seco(nd 
way of singing is the right way. JBut allow- 
ances must, nevertheless, be made for this difforeoAe 
the general style and manner of delivery." 



m 



The principles hero laid down 

incomplete; but they will 

of setting the pupil to think. Bach case gweo 



are necessaxily 
serv3 the puipoee 
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abore, Bhould be brought before the class, and sub- 
mitted to the judgment of the pupils. They 
should then be requested to find other cases illus- 
tratdye of the same principles^ or cases developing 
any new principle. Let the pupil remember that 
this exercise of independent thought and feeling is 
the only exerciae, in ooxmezion -with this subject, of 
any real value to him. The mere learning of rulee 
for expression, without apprehending and testing 
their ifteaning, and without trying to apply them 
for yourself, or to invent others if need be, — ^would 
be just the putting on of so many weights and 
shackles to hinder aU free movement. 

Loud and Quiek. — These prmcipleewill naturally 
suggest to us that passages of music expressing 
joyful praise, gladness of heart, and other excited 
emotions, should be delivered with force, and with 
quick and sometimes accelerated speed. Besides 
this, among the many passages where music 
seems to act the wsrdSf there are some in which Ihis 
dramatic delivery naturally assumes the same qual- 
ities of loudness and quiclmess. 

Joy ful praise. — Illustrations of this will be found 
in « Jacksons," p. 2, v. 4, last line,— "Swiftly" p. 32 
"Nature's," &c.,— and St. Co. Ex. 111. 

Gladness. — See Sunshine, p. 45, last two lines of 
verses 1, 2, — " Spring life," p. 3, where full voiced 
gladness bursts out on the words " Hurrah," " grow 
away," &c., — see also St. Co. Ex. 174, at the open- 
ing and at the close before " Finb." 

JSxdted emotion. — By this we mean other excitrng 
emotions besides those of praise and gladaess ; and 
any of these emotions when suddenly aroused: See 
the feeUng of patriotism in p. 13, fbrst 8 measures 
and last 8 measures, — see exulting confidence in 
" Rise my soul," p. 3S, v. 1, — see a change to excited 
confidence in " Nearer my Gk)d," p. 34, v. 2, lines 
1 to 6, — in " Hope will," p. 12, dose of each verse, 
— ^in " Hear me," p. 18, third score, where the words 
are those of prayer but tiie f eeHng is that of exult- 
ing confidence, — and in " Saviour breathe," p. 91, 
third score, where even, the depressing sentiment of 
confession is naturally overlooked m the rising 
urgency of passionate entreaty. See cases in 
which the excited emotion suggests also, acceler- 
ated spteed, in "We fly," p. 20, through tiie whole, 
— and in "Awake," p. 62, end of second score, con- 
trasted with the slow and sustained musio which 
precedes it. 

DramaHe effects, — Gases in which oar mental asso- 
ciations natimiUy suggest loudness and quickness 
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m the "picturing out" or acting of a musical 
passage n&y be found in " Quail," p. 14, score 2, 
" Ruthless the winter comes on," — " Awake," p. 64, 
score 4,-H3ee also St. Co. Ex. 176, accompaniment 
in Tenor and Bass " rushing along." 

The student should here be cautioned against an 
unnatural straining after es^ression, against giving 
such expression to a single word, or to a sinfi;le 
line of the poetry, as will distract the atten^i 
from the general sentiment — ^the pervading *ith^ pre- 
dominating feeling of the piece. 

The author of " Our Church Music " dctes twa 
striking illustrations of this. "The following 
stanso," he says : — 

Sinnen r^<^oe, and saints be glad, 
Hosanna, let his name be blest; 

A thoosand blessiiiffs on his head 
With peaoe, and Joy, and glory rest : 

" is evidently throughout 9^ Jubilant one ; and the 
individual woxdi peace does not changes its charac- 
ter. I once heard a leader, witii a powerful voice, 
singing this hymn. Catching at such words as 

* rejoiecy * be glad^ &c., he bounded on exultingly. 
Bid; suddenly his eye fell upon the word ^ peace.* 
This ' gave him i>ause.' He was stalled. Bid, with 
ready presence of mind, he checked his musical 
career, and sinking his voice to a whispering 
pianissimo, faintly Cffticulated the word peace. This 
accomplished, however, he rallied manfully for 
the remainder of the line, to depict the 'joy ' and 

* OLOBY ' of it." The following stanza : — 

See, the storm of rengeanoe gathering, 

O'er the path you dare to toead, 
Haik ! the awfiu thunder rolling 

Loud and loader o'er your head : 

our author heard sung with an awful crescendo on 
the third line, and a great thundering of the organ- 
pipes. But the true feeling of the verse is that of 
subdued solemnity. The attitude both of speaker 
and hearer is that of quiet listening. " tV'ould not 
an efiective reader," he says, " sink his voice to a 
whisper, and turn the listener's ear inward, to the 
thunder of his own conscience, rather than stun it 
by material n(Mse P" 

Let the student always ask himself — "What 
should be my oum state if mind (excited, or quiet,. 
&c.), while uttering this sentiment?" Let him 
determine first to ftel the sentiment quietijr and 
fully, next to speak it feelingly, and then to sing it 
so as to make others feel. H he does this he will 
never be found labouring to bring out expressioik 



from mumporUtit vonU, and forgettdsg the main 
acntinLeTit wbicli Ilo ii nttenng. 

Iiosd and Blow, — Fafieagea whicli eipresa some 
grand idea on whicli the mind delig-hte to dwell 

Mould be Bung loudly, and not (~' '"" " ' 

mod movement ; but often i 
Bostained nuumer. 

Sronrf Jrfea*.— See eiamiJes in " God speed," p. I 
— "Spring Ijfe," p. i, " praise and pray, where, in 
the game place, the other Tetscs would be Bung laud 
and quick, — and in "Quail," p. 15, end of third veiae, 
where after trembling and fear, tbere comes a sol- 
tmn confident utterance of thoughtful faith on the 
words "God for hia creatures will care," — ^"How 
lovely," p. 61, flrat Boore "throughout" to " tid- 
ings, expressing the uuiTerssl triumph of the 
gospel. MasicaUy considered, this /orle, rallea- 
iamh preyarea the way^, by oontraat,— for the light 
piano which follows, — in " Sunshine," p. 45, where 
the idnger is contemplating with strong satiafactton 
8ie blessings he haa realised, and where, in the same 
place the previoHB versea would be sung loud and 
■[iiiclc. See also Ht. Co. Ex. 139, last line t. 3 & 4. 

Ex. 359. What muaicsj expression is suitable 
t* the words in " Morning prayer," p. 80, " I feol 
my being new created?" — in "May time," p. 5, 
epeoing of v, 1 and 3 ? 

Ex. 207. What expression would you give to 
"Qowl,"?. 15, "Ood be thanked," and "I^kshe 
goea?" — to "Home," p. 76, " tell me heaven ?" — 
and to "Saviour," p. 62, "for we are safe if thou.'' 

Ei. SS8. What expresuon would yon give to 
"Tho stout limbed," p. 77, last score and p. 78, 
third score P — and to "How lovely," p. 68, last score. 
Give your reasons in both coses. 

^. S58< What general musical expresdoa 

wo^ild you give to the words in St. Co. Ex. 134, — 
and wlut Hp«cial axpreaaion to Ex. 113, scores 1, 2, I 
S, 6, 9?— in Ex. 176, on the words "The sea," 
"The deep blue sea tor meP" — ^what expression 
would you give to St. Co. Ex. 143, "Greot ie the 
Lord," " He makes his promise good." 

toft and Blow. — The principles stated at the 
commencement of this subject naturally suggest, — 
that vords which eipresa Worship, Sadness, or 
other Subdued Emotions as well as those which 
place the mind in the attitude of Ueditation, Des- 
cription, or Bepose, shoold be song more softly and 
•fteh more slowly than other passages. Iliere are 
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■Iw several Dramatic EfTeets whidi Cttn 1>e mil 
expressed by soft and slow Binging. 

JTorihiii.—Soe examples in " Hoar me," p. 17, at" 
Uie opening, where the seceud score, being a repe- 
tition section and exprosaive of rising nrnncy is 
naturally sung louder than the first ; but alSl ptino, 
— " Lord in this," p. 33, v. 2, where the worahipful 
feeling is deeper and humbler than in v. 1, and 
shouldf be auflg more softly and slowly. His 
expression prepares for rising urgency of prKverin 
V. 3. Seeahio St. Co. Ex. 13S, v. 1. 

Sadiioi. — See iUustiations in " Shepherds 
Ument," p. 83, score 4, where the closed door, pro- 
duces a sadness, which sobs in the words " and all, 
— all," and deepens into utter deeolation, delaying 

the utterance of the words " me, a dream to me " 

and In St. Co. Ex. IBS, v. 2, second and third scores. 
—Ex. 190, y. 2, last two lines. 

Suidutd Emotion. — See examples in "Jackson's" 
p. 2, v. 2, first and last lines, afld v, 4, second line. 
Note that in this piece, the last line of the JaSt 

verse would bo sung with a contrasting expression, 

" Quail call," p. U, "Ah ! but" to "defend,"— also 
the same, "cold" to "cries,"— and the subdued 
feeling of the listener, v. 1 and 4 of the aame,— 
" Come freedom's," p. 13, v. 2, linoe 1, 2,—" Portnna 
hunter," v.5,lasttwo lines,— "Hopewil],"p 12 v 
I, line 1, and v. 2, line 1. See also St. Co. Ex. 139! 
V. 3, first line. 

_ Miditation, BtieripUon, or £epo«.— See examples 
m "If I hod," p. 46, last score " But thoughts ^' to 
" here,"— "How lovely," p. 68, duet^— "SiStly " p 
31, "sweeV &c.,— "My lady," p. 21, where soft 
respectful "description" mingles with "excited 
emotion," which, see above, requires a different 
f. , ^.^S*^""" ^P™* ^^" P- 3.— "Hear me," p. 18, 
1 will, — where the singer anticipa1«B the sense of 
repose. SeealsoSt Co.Ex. llfi,"oh,Bwe6tcontont"' 
• oh, punishment,"— Ex. 193, where, the whole is 
descnptive and subdued; but irtiere, in the seomd 
end third verses, the second half is made softer and 
slower sbll by the "subdued emotion." 

Sramalie Xfici.— See illuatiations in « Kirfit 
^^, P'.^a. The accompaniment imitates the 
effect of a night breese,— "The woods," p. 73 last 
score and vanish," &c., when the dimiimmaa, 
piMiaiiru pictures the passing away of a di^aiD,— 
re spotted, p. 83, fourth score, " Beetles blaek." 
where the low voiced horror of the fairie9,1rtix 



Soft and (IniBk. — On the sazaBjirincipIes it is eosy 

■jj SCO that pasa^ea aipreeaing Gr" "" " *" '"'" " 

if Cunning and Inuendo ar« n 
_n a soft, ligtt, and quiet maono 

(^uiffy.—See eiunplos in " Coma let," p. 2i, 
" trip it to and fro," — " Fortune liunt«," p. 5, — 
" Gipaics' tont," p. 35, — and " O the joy," — "The 
woods," p. 71, where the light gwety ox the muaic is 
moderated by the doscriptiye charaotfir of the v^urda. 
See also St. Co. Ei. 78, "Tra, la, la,"— Ei. 17* 
where the gaiety of the first half of the music ia 
contrasted with the boldneM of its o^isuing and 
close, and with the more Ugala descriptiTe paasage 
which follows. 

JPiagful Cunitiiiff. — Roe examples in " Foi-tnne 
hunter," p. 4, v.8, " Withoutaakingm^lady," and 
V. 10, last line whore the fun would Dfi increased by 
a, pa.uae after "not," — "Quail," p. H, y. 3, "here I 
lie" See St. Co. Ex. 14o on the last words " roy 
love loves me," as though playing with a pleasaiit 
secret,— Ex. 120, where after Oioiiuportunato"TeIl 
me," another sot of voices scams to reply "Ohi 
DO," and p. 42, from "all among" to "dwell," 
where the pretty little secret is let out. 

Sramatie MWeet. — See examples ia "Swiftly," p. 
29, where fiirtthe quiet fleeting shadows and after- 
wards the quickly glinting siinhoams aia imitated. 
Sec St. Co. Sx. 102, where the rise and fall of 
laughter is DOt only imitated hut enacted. 

Ex. 360. What expressioQ would you give to 
" O Saviour," p. 86, 6 measures heginning " Save 
uaf" — "Pathermy," p. 34, v. 1, linea 6,6 ?— "Lord 
in this," p. 33, v. 4, line 2? — " Saviour," p. 92, 
"Though" to "fly?" — "Iioudthe storm wind," p. 
95, " sirft comes f 

'Ex. S61. What expression should he given to 
St. Co. Ex. 97, V. 1, line 1, v. 3, lines 1 and 2f— to 
Ex. 1S4, v. 1, "In silenee" to «nd,~aiid in what 
different manner should the mingled emotions of 

Ioy, and sustained, intonidfled agony, in " Jerusa- 
cm," &c., be expressed F— Ex. 1 73, first line of each 
verse?— Ex. 139, v. 3, " and quiet lie F " 

Loni to Soft. — Fasaa^ which luggoet "Excited 
emotion " at their opemng, gradually changing to 
" Subdued emotion, will naturally be sung dimin- 
uendo. Sea "Spring," p. 61, "Cloe" to "gone," 
— " Going home," p. 2, v. 2, last line, — " Morning 
prayer," p, 79, whore the ma in the contralto twioe 
hushes the outburst of greeting at the solemn sense 
of the Dtvineprosonce, — and where,on the repetition, 
the feeling, still more deepened, may be expressed 
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ear. 193 

Sa piaHiuiau, raiUttla*da flnidi to the iiminumda. 
e words of Vba second verse do not require sudi 
refined eipresdon ; but those of the third verse in 
the same place, demand all the feeling which con- 
dnctor and aingera can throw into thtim. See also 
St. Co. Ex. 7B, score 4, v. 1. 

Single tones may take the same ehape, hut in that 
brief and condensed form, which we call the eiplo- 
mve tone, when the singer wishes to express vig- 
our and ener^ in a somewhat spasmodic manner. 
Lot tho pupils aing the scale upward and down- 
ward wiUi a feeling of resolute detannination, to 
the words, " No ! I will not ! No I I will not ! " 
See also illuatxations in the Cairiea saying " Hence, 
hence," to the spiders, p. 83, — "Where tho gay," 
p. 65, BCOte 4, the energetic climax of a remarkable 
ereteeHdo passage, — "Hear me," p. 1£, first and 
fourth scores, — "The Shepherd's, p. 88 in which 
a number of explosive tonea must be excused on 
acconat of the state of passionate excitement which 
the singer has to impersonate, — "Harvest Home," 
p. 39. 

Boft to Load. — Passages which suggest "Sub- 
dued emotion" at their opening, gradually chang- 
ing to "Exdted emotion," will naturally be sung 
treteendo. See "At first," p. 54, first score, where 
tho gathering force of a mountain stream ia repre- 
sented by ertsetndo and accelerando ; and tie same 
thing, p. 55, score 4,— "Loud the storm wind," pp. 
94 and 95, " loud," &c., where the subdued feelmg 
of description gradually changes into dramatic 
eioitemant. See also St. Co. Ex. 139, v. 2, " And 
in," to " to be,"— Ex. 175, " Beautiful " to " free," 
where contemplation risoa into ecstasy. 

Single tones may take the same shape but in that 
brief and condensed form which we call pressure 
tone, when the singer wishes to oiprc«a the breath- 
ings of deairo, entnaty, or any deepening emotion. 
Lot the pupil sing the scale slowly upward and 
downward to the words " Oh ! do, pray do ! Oh ! do, 
pray do!" See "Jackson," p. 3, on tho words, v. 
2, last line, — " Father," p. 84, v. 1, where a pres- 
sure tone oo each syllable of " From human agony," 
would well axprees the deepening emotion, — "Heap 
me," p. 17, score 2, " 0,"— ditto p. 18, second score, 
"praydT," — "0 Saviour," p. 86, score 2, "Save," 
"Help."' It should here he noticed, however, that 
the same emotion is sometimes expressed violently 
and passionately by tiie explosive tone which 
in other inoods would require Uie deeireful pressure 
tone ; see " Saviour," p. 87, " Save," " Help," and 
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^ Homo/' IK 76^ score 1, ""ahalL" See also St. Co. 
Ex. 189, — ^Ex. 194, each syllable of <'the anguish 
of our soul." 

Ex. 262. Mark for expression the following 
stanza, first on the sapposition that the poet wishes 
the mind strongly impressed with the contrast in 
the picture, for the sake (for example) of some lesson 
he means to draw from it, — and, secondly, suppoft- 
ing- tiie sentiment to mean nothing moore thEm a 
d(»criptiTe meditatiooL : — 

Xn winter* fren fho »i»niiwiAtt.fff>, 
The stream, like a torrent, flcrmi; 

Xq fommer, the same fountain 
Is cahn as a child's repose. 

Ex. 5^63 . Mark the following— from Gtersbach's 
''little Singing Bird,'' translated by Mr. James 
Stallybrass : — 

On airy wings 

The B^lark sprinss 
ToTonder ckrad on nigh ; 

ais thanks to Gk)d 

He flings abroad. 
And fills the wide blue sky. 

O songster rare, 

You swing up tiiere — 
Creation's morning bell I 

Mj songs m blend 

With yours, and send 
Them up to heayen aa well. 

Ex. 26As Ditto, ditto. 

Oh! neyerfear 

Old Winter's cheer. 
Though rude and sharp his greeting ; 

His coat is rough 

His voice is gruff, 
But warm his heart is beating.. 

He wears no nnile 

And for a while 
Hell seem to hide our treasures ; 

But in the end 

He'll prove a Mend 
And bring us back Spring pleasures^'* 

Ex. 265. Dittoj ditto. 

When Spring unlocks the firossen ground 
And scatters all its treasures round, 
How sharp and active then is found. 
Old IkUftster Spade the Gardener ! 

When *mong the crops feeds hungry Bun, 
Oh ! who wul rise before the sim 
To scare the rogue and make him run ? 
Old Master Spade the Gardener I 

Suppose^he last line in each stanza repeated, what 
would be your feeling in the repetition, and how 
would you mark it ? 
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Ex. 266. Ditto, ditto. 

di ! there's not a sweeter pleasure 

Than to know a faithful Mart. 
Ye that own so ricdi a tzeasnre 

Never, never wiUi it part ! 
Blest are we, in joy and woe, 
If but one troe heart we know* 

Ex. 267. Ditto, ditto. 

Tour cage is niee and re ady; 
Though gi'ociL bougfaa, pretty' bird. 
Are BOW ^por hooaae defightral 

And li^lhtfol^ — 

Xet sptleful 
Tb Winter, and hem piaoh hard. 

The sage has long been ready : 
What says the nretty bmd ! 
I'm still to freedom clingiTig 

And swinging 

And wingmg 
My flight o^er the bright green sward! 

Ex. 268. Mark this from ''FaTOurite Welsh 

Hymns," by Job^[^ Monis : — 

Ear on 1±ie ocean, one cold starkss night 

A small bark was sailing in pitiful plx^t ; 

The boom of the bUlows, aa on rushed the stonn. 

Overcame the stout hearts of the men with alarm. 

But one in that lone boat was fearless the wttOe, 

The captain's bright bo^,— looking round with a smile ; 

" The storm," he said, '* threatens, but still do not fear. 

We safely shall land, for my father doth steer." 

Ex. 269. Mark this, by the Rev. W. B. E. :— 

Never forget the dear ones, — 

What songs, like theirs, so sweet T 
What brilliant dance of strangers 

like their small twinkling feet ? 
Th^ son-hghts on life's waters, 

Thy rainbows on its foam ; 
Never forget the dear ones 

Within thy house at home. 

Ex. 270. Mark this, from Barry Comwall:— 

Oh ! the summer night 

Has a smile of light, 
And ebe sits on a sapphire throne ; 

Whilst the sweet winds load h^ 

With garlands of odour. 
From the bud to the rose o'erblown. 

But the winter night 

Is all cold and white. 
And she singeth a song of pain ; 

Till the wild bee hnmmeth 

And warm spring comelh, 
THhea. Aq dies in a dream of rain. 

Ex. 271. How would you treat the last yerse 
of " Oh ! where and oh ! where is your Higlilaiid 
laddie gone ? " "We once heard it sung all in oh€ 
piano. Should question and answer be given alike ? 

Suppose, and suppose that your BOghland lad should diet 

The baffpipies diould play o'er, him and I'd lay me down 
andery; ^ 

And 'tis oh ! in my heart I wish he may not die. 
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Will you. take the first line as a simple thought- 
less remark of the questioner, as a solemn fear 
seriously entertained, or as a heartless mocking sug- 
gostion P Is the opening of the second line the sad 
musing of sorrow as it pictures the parting scene P 
Or is it the earnest voice of a momentary triumphant 
feeling, claiming, even in death, some honour for 
the Highland lad P Does the last lino imply hope, 
or a troubled heart near despair P Mark the rerse 
according to all these various readings. 

Finally, on this subject of expression, let pupils 
be always reminded, that, in the preceding exercises, 
wo have only introduced them to certain gen- 
eral principles and instrunienU of Art. But, to use 
the memorable words of M. Fdtis, " Art without 
LOYB IS PowsRLBSs. To peisuade we must bblibyb 
in what wo say. To movb wb must oubsblvbs bb 
MOYBD." If you want to see how this principle is 
forgotten, and how little the highest art can do 
wi&out Truth and Loyb, go listen to the well-paid 
•chorus in some first-rate ofnera-house of England 
or Franco, or to the unbelieving choir and organist 
in somo of our greatest churches. 

Phmiiftg of Words. — ^From the commencement 
of the course, as at pp. 9, 16, and 30, the attention 
of the student has been directed to the proper 
division of the melody into portions, marked by 
breathing places. At p^. 69, 70, instructions and 
exercises have been given in the art of quickly detect- 
ing the natural divisions of musical sections and 
pluuses, and at ]p. 98, the principles of '* Melodic 
Phrasing" are sml further developed. But to the 
singer a yet more important art is that of dividing 
the words so as to give the sense most clearly and <h 
vnaking the hearer receive that sense as the singer 
feels it. When singers take breath in the middle of 
a word, or between words which so belong to one 
another as jproperly to make up a oompouml word, 
they commit an outrage on the poetzy they sing. 
'' Who would do so P " exclaims the irritable reader. 
** Let him listen attentively," says Mr. Wordsworth, 
^* to the next ten singers and out of the number, 
nine shall be caught in what appears an impossible 
fault. Intelligent people have tung words thus 
punctuated, — 

I flaw the v>>,— tuoiM man oontond 
IKttA,— life's unnumbered,—- woei. 
u4iu{,— he was poor loiift,— out a friend. 
Pressed f — hy a thousand foes." 



The singer should form the habit of looking on 
words not singly but in groups joined together 
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naturally by the sense. In other languages than 
our own the little words are absorbed mto the 
larger ones. Thus, in Latin or in Hebrew nearly 
all the " groups " marked in the verso below could 
be expreaaed by single words. Without studying 
deeply the details of grammatical analysis,the music^ 
student will easily see, by his common sense, what 
words belong to one another. Let not such words be 
separated. \Vlion the smaller groups — ^tho compound 
words— are readily distinguished, the student will 
begin to form these again into larger groups. Thus 
each lino of the following verso may bo divided into 
two larger grovnps as weU as into three or four 
smaller ones. The stronger the retaining power 
of the lungs the larger the phrase they can easily 
deliver in one breath. 

With all my powers of heart and tonfnie 

m praise my Maker with my song 

Angels diall hear the notes I raise 

Approve tiie song and join the inraiBO. 

Mr. Or. F. Root proposes that a verse, like the 
following, should be sung by the class to somo 
familiar tune :— 

While shepherds watched their flocks by night, 

All seated on the ground, 
nie angd of tiie Lord oame down, 

And glory shone around. 

Let the pupils bo first required to take breath in 
the middle of the words "shepherds," "seated," 
" angel," and " glory." " All would feel," he says, 
"that taking breath between the svllables of a 
word is wrong, and thus one rule would be deduced. 
Next, the pupils might be asked to take breath 
after the woras ' their,' and * by ' in the first line, 
and after * the * in the second, &o. It would then 
be seen that tiie breath must not be taken after 
words that are in close connexion with other words. 
Finally, the pupils should sing the verse, taking 
breath where the stops occur, and after emphatio 
words. That will be found agreeable and expressive, 
and thus the rule for correct breathing would be 
established." 

The musical and poetical phrases, in ordinary 
oases, coincide with each other. But where that 
is not the case, the words must mlo. In the follow- 
ing illustration, from W. A. Wordsworth's "Trea- 
tise on Singing," the musical phrasing would 
suggest, as breaming places, those where me cross 
is placed. But subh a phrasing would, in two 
placos, be false to the sense. The other marking is 
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therefore necessary. Sing the passage in both 
ways. 
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In a chijnis it is a jKnnt of special importance 
that all should be agreed as to the principal places of 
jAki-ng breath. It produces a delightfol effect of 
nnity and clear expression thns to ma^e the ** phras- 
ing" unanimout. 

Ex. 272. XHyide the words of Ex. 191, 144, 
140, into smaller groups and mark them after the 
manner of the verse above. — " With aU," &c. 

Ex. 273. Divide into larger groups, and mark 
in the same way, the words of " Hope wiU," p. 12, 
"Come freedom's," p. 13, "Lord in this," p. 33, 
♦* Father my spirit," p. 34. 

Vowels. — ^The importance of vowel soimds to the 
singer has been shown, and the consonants have al- 
ready "been studied, pp. 69, 60. Whenever a dass 
grows careless in the utterance of consonants,the "ar- 
ticulation exercises" Kos. 146 to 152 will have to be 
revived. This study of the consonants is sufficient 
to render inteUigible the rapid recitations of a 
chant, or the quick speech of a comic song, but not 
to produce any lengthened tones with clearness and 
beauty. It is to the vowels that we owe the chief 
charm of speech in song. Unfortunately also it is 
the vowels in which the dialects of the different 
parts of the country princ^lly differ. The local 
teacher may not always thmk it advisable to fight 
against an accepted and well confirmed local habit 
of speech. But he should at least know what the 
received sounds are, and how to produce them. 
Again, those vowels which are commonly short in 
si^ech have often to be sung to a long note, but few 
speakers have been accustomed to notice the exact 
formation of these vowels, or to sustain them, except 
for a passing moment. Now these vowels in Eng- 
lii^ are rarely shortened utterances of the corres- 
pon^ng well known long vowels. They generally 
require aome parts of the vocal organs to be differ- 
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ently arranged. Hence the power of sostaininp^ 
them has to be learnt as a new art. So difficult 
are they that Kollmanu and some other writers on 
musioil pronunciation, misled by the word short, 
and not noticing that these vowels really diffiir from 
others in quality, take for granted that " tba short 
vowel, cannot be prolonged. But to hoar the 
quality of a vowel altered in singing, as for example 
steal, sate, cart, fool, substituted for stiU, set, cat, 
full, produces a most disagreable, often psonf ul 
effect even on the uncultivated hearer, — ^whereas a 
pure vowel is a pure deUght. The following 
explanations will help to make the subject dear to 
the pupil's mind. 

Haehanism of the Vowelf . — ^Yowels are produced 
by giving certain fixed forms to the cavities 
between the larynx and the lips. Those cavities 
act as a "resonator" to ^e tones produced in tiie 
larynx, just as the body of the violin acts as a reaon- 
ator to tiie tones generated by its strings. By their 
varying shapes they^ modify the quality, and tend 
also to modify the pitch, of the vowels. Not only 
are some vowels of a much pleasanter quality than 
others, but some vowels are more easily and daariy 
produced at a low or a high pitch than otihen. As 
any fixed shape of the vocal cavities will prodnoe a 
new vowel, the number of possible vowels is praoti- 
cally infinite, and the number acknowledged in var- 
ious languages and dialects, without reckoning 
individual peculiarities, is very great. We shall of 
course confine our attention to the principal Eng- 
lish vowels, indicating their commoner dialectic 
varieties. 

The following diaf;ram is a kind of vowel modu- 
lator, the voweSbi bemg for convenience exptresMd 
in glossic letters. The arrangement is aococdiag to 
natural pitch. If the vowels oo, o»,a»j tm, miy w, 
are pronounced in a whisper, without any effbtt to 
give them any particular musical character, and run 
up quickly, uie rise in pitch will be as peroeptible, 
and much of the same character, as the ziae in pitch 
produced by pouring water from a hei^t into a 
jug till it is fulL The exact relation of vowel 
qiudity to absolute pitch is still under inveetigatioo, 
but it is believed that when the change of register 
does not interfere, the character of ue whispered 
vowel system is generally maintained, ee being best 
adapted to the higher, and oo to the lower pitdies^ 
and so on. 
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SCALE OF ENGLISH VOWELS * 

GENEKALLT LONG. GENERALLT SHORT. 

EE, in heet — '■ 



« 1 AI, in bait. 



OQ 
p. 

o 

O 



I, in bit. 

E, in b^. 
A, in "hat, 
U, in birfc. 



AA, in taa, bazaar. 
AU, in Pa«l. 






in pol. 



d 



OAy as in pole. 
00, in pool. 



UO, as M in ptiU. 



In speaking of the vo'vels it will be most con- 
venient not to call them by their sounds, but by the 
usual alphabetic or spelling names of the letters 
composing their glossic form : ee will be ** double- 
r," «■ ynH be "e^e," at will be "a-eye," and so on. 
'Phe teachet will thus be able to call for a sound 
Avithout first pronouncing it. 

The open. Italian aa forms the centre of this Towel 
scale. Froceeding upwards from aa the middle 
of the tongue is raised for each higher vowel. The 
lips are open throughout this series. Below aa the 
lips are gradually more and more rounded, being 
closest for oo or uo. At oo or uo the back of the 
tongue is highest, and the ton^e is altogether low- 
est at au or o. The tongue is m. precisely the same 
position for oa and aOf but for aa the lips are not 
rounded, and the larynx is lower. 

Just as in studying tune we took the boldest tones 
of the modulator first, so in studying the vowels we 
commence with those most readily produced by the 
singer or most familiar as separate sounds to the 
speaker. The vowels will therefore be studied in 
five groups in the following order, first aa ; second 
nuy day 00 ; third at, ee ; fourth u, a, e, i ; fifth uo, o. 
Here the first group stands alone ; the second are all 
spoken with rounded lips ; the third are the less 

*v^ rv x-ir • •For pictorial diagrams, see 
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sonorous loujgf vowels ; the fourth are all short vowels 
with open lips ; and the fifth are peculiar vowels 
with rounded lip. 

First Group; AA. 

aa — inbaa, papa, father, harp,calf , ass,chance,aunt, 
laugh, guard, h^ui;. This sound is formed with the 
lips well open, and the teeth considerably sex>arated. 
The tongue is depressed, lying almost flat, and quite 
free in tiie lower jaw. Pouting the lips, or clos- 
ing the comers, so as partly to cover the teeth, 
much injures this, and all tiie upper vowels. If 
the tongue is lowered too much as for au (the lips 
not being rounded) a deeper, thicker, lower sound 
is formed, the glossic ah, which is much used in 
Scotland in place of both aa and au, A short form 
of aa or ah is used in the North in place of a, and 
in the West a long form of a is used for long aa. 
All these variations materiallv injure the qualiti/ of 
tone in singing. The ah is felt to be utterod in the 
throat, the long a is almost a bleat, driving the 
sound against the palate. Obtain the pure aa by 
keeping a medium position of the tongue, and en- 
deavouring to drive the breath agsdnst the upper 
teeth, but keeping the teeth well opened. A still 
finer sound, the glossic a*, is made by keeping the 
tongue flat but altogether raising it in the mouth 
to the same position as for u, and is heard now in 
Paris and very much in London, in place of aa (in 
oak, grant, pass, path, and such words not containing 
r) but its use detracts from the pureness of the 
quality of tone. 

As this Italian aa has been so much used in pre- 
vious exerdses, it is not necessary to give new 
exercises upon it here, but if from not perceiving 
the importuice of pure vowels the pupils have been 
allowed to change aa into au, ah, oa, or a, they must 
now go through the klang and tuning exercises of 
this step over again with exclusive attention to the 
vowel aa. If ti^ere remains any difficulty in pro- 
ducing the Italian aa, let the plan recommended 
by Fredrick Wiek, of Dresden, and Madame Seiler 
be adopted, of beginning with oo, and then chang- 
ing the vowel into aa, thus : oo-oa. The oo puts the 
mouth in a forward position and so prepares it for 
the best quality of tone that can be got on aa. Of 
course the teadier will be cateful not to stop at oa 
or au on the road. 

As oa is the central vowel we do not expect any 
marked difference to arise from the change in the 
pitch. Its tendency however to alter into au in the 
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l^jwcr i^ait of luoui vvivts i> vory u.ciciille. Try 
with ;hv ^jASsi inch ^vixsa^*.** i* scx-oud part of 5*t. L'o., 
Kx. :>l, ULs. 11 ai:I \i. Y.\. liv. sc. 2, m. S. Aid. Ex. 




Sewnd Gboip. .vr. OA. •X>. 
&a- ds in F'A'oI, \Li'i\ .-auik*. cau^hc, lauJ, !:iv. 
ill. ::uk, br-.-ail, br-.a^b.:, <.-^jr*l, furk, «•,*. The 
:• u^'ic U lu'ich lo'vcr rh.ia. fur ii/. the hack of it 
^'iK-hi^ iS much lLjiri.^9«9«.Ai .la iK.>;je^bIo. Tho miutllo 
vurlb -jf tho Jps ix»; wi-Icly ■k.pjxut'.-J, but thi.-y ar*r 
'•lipzhtiv r»jU2i'i'.ii 1- the .vrii^.r!*. The :aw id ic- 

As in th'.' Ni)i-rh. !• vi) /A i^ usi>i for £»*, « in tho 
^V-.>t lu is ■>ii'""9titu:t.d f'^r ^h. -jt* 'ctuir'i for " ..ijpL'" 
["he s*^uiiJ jf .o -ste Diijhthouypj p. l*:j, is frw^UL'Titly 
.viifa-icJ. with i<* by •n.rpiir in tho South, who fur 
•■?iii.'i>.'" ppJlurrlyuiac'r;,'*"!!! iay 'Hirrtr.orevvu i«(i<«.'. 
i:id -.vvQ >juviae "■."•jurt,"' pr'jptrriy iiort; with 
" .-auj^ht.'' S:?mL-tinu.-s ii§ i» uaol JDj^dnoally fur 
i'f» md 70 or -M for im. 

K.^ 274. .U'ttr acriiung ±t; ujuic >:honi ot Key- 
>.r. sin^; tho vowel lu in 4.euircht.'UL-u ronesK, lixsic 
Lowu'i^'anis rpjiu L^, tht.'U upwards frijoi (j, and 
• IwLtys piano till tht.- ^iouud is a«x-urviy struck at ail 
;;^>LtL-h«.'S. Thti tt.ai:h«j will -iud it nect^Murv tu set a 
^attorn for his pu^jils. Hl- should jEuidt; thuooi in 
rh.j >.jj:innin»f iiid ■.■n^ii:;!; -f iht- 'uiiv^ by mtaos ol 
"ihv ** Tiiiinuui siinis. ' Tho dudlIs should r;iic«' 



'.n-'-uth before -.aLn ■■••.. w».-l, vnd li.iiv»-r it with iii«iC 
.■i.-or.-vndpijrfoct ittiiclc .without br«atiiiufS4« fonx-, 
..r hollo wneribj. that " goud touch," -jU whiuh the 
I'laiity of tom: s) much lopends. Evtu on rni* 
tlmost Invariably loui^ vowtl tht- pupils will aoun 
'■t.n;tivL> how 'iiflicQlt :t is to hold :i vuwel putiition 
without changie, for oven a second of time. Thtry 
will feel th« ooustanc tendency to relax tht^ ruundin^ 
jf the lips so ohang^nj; into uA^ to risv into i/tf/tofaU 
: atotftf, jr to end with a ?Iight n,repreiHniting a ^n»^ r. 
If there is any difficulty in ^tting a j^ood quiuity 
of tone on this vowel it £ould be pnvtistid on 
AViek'3 plan deseribtrd above. Thu singer will fetd 
that this, like all othtr vowels^ is more Jiflimr^ j^) 
pruduce at <.trrtain pitches than at ubht^rs. At no 
moment must his :iite&tion be withdrawn from the 
T.iurity of tho \-owel sound. .\a high pitched and 
low pitched Toices have diflbrent dii&culties Co oun- 



tend with in prodncxBjr vowel sonnds with p^ty, 
th^ wi^ai-rn's and chil'iren's and the men's voic*:?s 
sh >uld be pnctxsed separately snd alteraatelT : the 
oltoniition will siv»: them rest and opporttizizty for 
self-iniTT'y.izijf critii.'ism. As this is n-.-t an exer- 
.•i:*»? in str-jrurth of I'ln^ or lompoas of voices cer- 
tain V-. ii.«es will be allowed to 'irop oat when, the 
m^Lioritv of the class has 9?one beymid their reach. 
The tendency to ohany? this rowel in the high 
part -rf the 5?opr. vijiw may be stndied xxl nch 
.uses as Add. Ess. p. 4o. x. 4. - thoQ^it&" 

oa. — .IS in load, shoal, coat, blowr. hoe. ^obe, 
;rove. most. folk, thouizh. The tongue lies flat 
ind free in the lower jaw, in the same postion as 
fi>r ja. The lips are much more rounded than for 
f'#. 1 ■^3nside^.lble pisrdon about the comeis bcxnii|r 
•I'lite 'ji'ised. But the teeth inside the lips shonld 
bo kept w'.'U apart, and the lips shonld not oe pursed 
}T outwarily rounded -into the ahape at an O", u 
•^ith'j-r -.-rr'.'r much impairs the quality of the tone. 
In the S-.uth of England there is a tendency t) 
duish the vowul by closing the lips still more and 
rtiisini? the back of the tongue, producing a final 
Hi : this sht?uld be ivoided in snging'. In many 
Tjuices the lur^'nx is too much depressed, producing 
the broader sound !io, which too cIoscLy iitiiiihlfs 
jH : this is particularly unpleaasnt to a SantfaBBiflr. 
I ;are must also be taken not to commence tin towcL 
with a sound ic s cm bling « ami then Ixmiii 'witiLoii: 
tills :irisesfr*jm not rounding the lips attfaa moment 
if stiikinic the vdwhI : it is Tcry flrmrmon anddboold 
'.)*i -.■arf^fuUv ivoided. The Cocknay taaUt of almost 
• oufusingcM with the diphthong (N«,making*'iio hoe" 
into ** now how,'* ^wMuh is also tiie piafltLce in 
Ireland, when the sound of long ou should be heanl 
Wore .', as in ** ouidsuuu") must of couxse narer be 
tuleratird. We may say the same of stain, and 
'join or aCcwn and been, aometimtiii heard in Uu &r 
North for stone and bone. 

Ex. 1275. — Pnhtitise this vowel in key E!j^ami in 
the manner descnbed Ex. *i74. Guard' againat the 
tendency towards -lA or im iJa the Iowck; ami m ia 
the higher pitches, Stuiy italhighpitciies inSsk 
Co. Ex. 17^9 last sti. m. % "hmna,'' sod. Add Kxifc 
p. Ll, sc. 4, m. -^ " home." Seeit at low pitcheaia 
■St. Co. Bx. IM, :hid verse, last word, 2nd paxi. 
Add. ExSi. p. 17, sc u, m. 2, Ijass» and pu 21. ac 4» 
m. -It bass* '*fnk" 

ExJ376. — ;»ngthefoiIowing words tolongaoonda. 
Each pair should bv sung to the same tone and the 
same bteath: bought boat* cau^^ coat» groat 



Orote, ninoad lOad, flawed flowed, Bawed sowed, 
gnawed Dode, nangbt note, songht cresote. 

00. — M in fool, cool, wliose, lose, jon, soap, two, 
rlunmi, wooed, rude, rale, blue. The back of the 
tonKoo i" raiaad cearlv into the pooitioii required 
for A, and quite conceau the uvula, but the tongue 
U thick and not wide, the book part of it lies be- 
tween, but does not toudi the hack teeth, and the 
tip presaea gently below tbe lower gnm. The open- 
ing of Oie lipe u much more contracted than for 
«, but the teetli must be kept wide apart to aecuze 
a good quality of tone. Be cKrafnl not to pout the 

the tone. Be carefol also cot to raise the middit, 
instead of the iack of the tongue, for if you ap- 
^mneh. the m poaition with the tongue while the 
Upa are rounded, you will get one of thoae French 
sounda bo common in Scotland (gloesic eo, oe oi w, 
fVench 4H «lt or u] , and Bounding like ai or i to 
£^lia!i BBTB. Thus, as Mr. Uelvilla Bell obaerrea, 
when a Scotchman Bays " John haa gone out to tool 
bimaelf," an EngUehman ia apt to hear " to kill 
himself." Asthis voiwelhaabeensomachusediiithe 



at high pitchea ma^ be tested by the sopranos 
sach usai as St. Co. Ex. i15, ac. 9, 1st note. See 
instraetiona under ho. 

Ex. 377. — ComporiBon exeroiaes aa above, Ex. 278 : 

groove grove, ooot ooat, doom dome, room roam, tool 

toll, gloomy gloaming, boon bone, nooae nose, atool 

stole, whom home, hoop hope, loof loaf, poop pope. 

Thuu) Gkodp, AI, EE. 

aL — as in paid, ail, aim, ale, flame, hav, they, 
weigh, gretit, gaage. For thia vowel the tips are 
wide open ; any contraction of tJie oponinfj; spoils 
the aoond. The teeth are wide apart, the middlt 
(and not the back) of the tongue is raised. TSo 
part of it pressea against the palate, though the 
edges lightly toneh the bock teeth, the tip of tbe 
toiiae Bee loosely near and alif^tly higher than 
the lower teeth, but must not touch them. There 
iff a great tendency in the South to raise the middle 
of the tongue still higher towards the eud of the 

tionists consider that thle topering ot-i gives a soft- 
ness and a beauty to the speech ; others think it may 
well be diapenaed with. In ainging, endeavour to 
produce ni withBut the tapering. In the North the 
tapering is not used, but there ia a contrary ten- 
dency to broaden the sound into that heard in thu 

St. Co. (S»vi.J 
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South only before r, as in "air, care, pear, pair, 
pare," which ia the long loiind of ( explained below. 
The indefinite article a is commonly spoken of as 
Bi, but it hasthisBound only when emphatic ; other' 
wise it is «, u, a, a' or oe, according to the habits 
of the speaker, and u, aa, are beat ^apted for sing- 
ing. Motice the tendency of ai to change at low 
pitches, iriiile the Baases sing Add. Ex, p. 33, «c. 2, 
last note "Face," and p. 46, ac. 1, last puW " nin." 
Ei. 378. — Practise this vowd in Key E and in 
the manner of Ex. 274. 

Et. 279. — Sing the following pairs of words on 
any tone, each pair to the Bame ln«ath, and dwelling 
pn the important syllables : pay-er pair, obey-er 
O boar, a stay-er a stair, dee«y-er care, lay-er 
lair, pray-er prayer, array-er rare, sway-er swear. 
ee. — sa in meet, meat, mete, me, l«a, grie^ auze, 
quay, people. The middle of the tongae ia broudit 
close to the middle of the palate, againat which 
and the teeth it is pressed close on eaoh aide, leav- 
ing a narrow channel at the top for the breath to 
pass through. The tip of tho tongae is directed 
down towi^ds the back of the lower teeth, against 
which it ia pressed in ordinary speaking, but in 
singingitshould be kept free, as it will have to assumo 
slightly different poeitiona fordifi^rent pitches, andas 
thetightpresauremjuresthequalityof thetono. He 
teeth must bo kept open, bnt cannot ba opened so 
widely as tor ai, without impairing theporeness of the 
tone. Tho larynx mnat be aa high as poaaible, but as 
thia cannot be maintained for low pitches, liiere is 
a constant tendency for thia Towel to sink into a 
lengthened i. Notice this tendency while tho 
Basaea sing St. Co. Ex. 133, 4th verse last word. 
Add, Ex. p, 1, m. 3, "apeed" and p, 74, m. S, 
" dream." It can only be song in great purity at 
high pitches, Before r it always falls into i, as in 
"mt, m«re, pi>r." Singers must be careful not te let 
" leap, st^u, feel, seen, green," sound the some as 
" lip, still, fill, sin, grin ' ' lengthened. When, how- 
ever, short or "brief "« does not run on to the fol- 
lowing conaonant, it may be always sung as t, if 



Ei, 280.— Practise this vowel in "Ksj B and in 
the manner described above. Hen should gnatd 
against thia aoond descending into i (aa in still} 
only lengthened. 

Fonitiu OaovF, TJ, A, E, I. 

u. — short, in bat, brush, judge, tun, aoo, dull, 
blood, rough, momw. For thia vowel tho ttmgue is 
almost flat, and altogether higher in tiw montli 



than f<T aa, but it U quite free from bU the teeth, 
looae and miKatrsiiied, Glline nearly tlio middle of 
the hollow of the mouth. Many pcnoiu drop the 
tmigne too deep, which deetroya the btaoty of thia 
liinple natimt aoaiid and girea it a dis^recablo 
nraghneM or thickneaa. C^ moat be taken not to 
TOond the tin inUie tcaat. The teeth most be vide 
apart. If Uie larj^nx ia lowered, aa in the low 
pitcbea, the aoond natorally appreachee u, but alt 
approach to ea can be avoided b^ keepiDK the lipa 
opm. Notice thin TOwel at low idtchaa in the Baas, 
St. Co. Ex. IIB, m. 8. " pnniah," and Ei. liS, m. 
lO.joypKB thniah." Add. Ex. p. 17, ac 4, m. 3, 
"diuta." Try to anatain it purely althoogh not at 
low pitch in Add. Et p. S8, aca. 1 and 2, " lovely," 
St. Co. Ei. 98, laat word, lat r. " drme," and Er. 
99, ma. 6 and 8, " bovo " and " love." The deeper 
Towel (|loBsic «b) ia common in Nrath Walea and 



nthe 



^^ 






Aa ft ibort vowel it ia . . . . 
venatiaDal aounda and all our unaccented vowela 
have a tendency to fall into it. Bet notwithstand- 
ing thia, many writaia on elocation condemn it as 
dorenlj and obacure. In the Soath of England 
tiiia vowel ia loi^ before E in accented ayllablae, 
the B being generally omitted, aa in mirth, earth. 
In none of thieae ahonld > long (the modified ai at 
air) be tolerated. OthfT examplee are in nurse, 
parse, ronrmar, word, world. In these a deeper 
BOvnd, made by lowering the back of the tongue 
and mach heard in the Wcet, ahould be avoided. 
Ko approach to aa should bo allowed. In boOi 
thcac Beta of words the ainger mnat leam to inaert 
the r as a very alight rapid trill following the 
Towcl. In Scotland these acts of words are pro- 
nounced with different short vowels before a tril- 
led r". 

Ei. 2S1. — Practiae this vowel in Key D and in 
the manner deacribed aa aboro, Ex. 274. In order 
to guard ag^nit ita groat tendency to change, let 
the pupil uiink, while he sings, of one of the above 
words containing thia vowel. 

Ex. 382. — CoropariaoD eierdae as above. Ton 
tone, nnna none*, ran roan, pup pope, sop soap, ann 
sewn, rut rote, rum roam, fftirrmg atamng, bird 
bud, occnired card, deterring tamng, serve salve, 
firm faun, gird guard, herd hard, girl garland, 
pearl parlance, further farther, boi^ Mijeant. 

Ex. 383. — Sing on any tone each pair to the 
«ama breath : buck book, luclc look, cud could. 



than for x. 

for ai, and ahonld be quite free of the back teeth, 
below which it hanga freely, the tip of tie traigna 
being slightly higher than the lower teeth, but not 
□bstnicting the nee opening of the month. Both 
teeth and lips most be wide open. PerBooa who 
mince their words in England pronoonee the wiOTd 
man almoat aa though it were mon. Mr. Bell 
accuaea the mincers of saying " the ettidada i» 
edmiiable." The sound which they really use is 
the open soond of ■> (^oasic ae) so modi Ixeud in 
France, Italy, and Germany, (f, a,) and tieqaraiUy 
in some F.n gllah provinces m ptaoe of i. The 
larynx ia lower for ■ than for ae ; partly f is Oa^ 
reaaon, there is a natoisl tendency to oonvect a 
into m at high pitches, which reqoiie the larnx 
to be raised. See a at high idtches in St. Co. Ex. 



134, m. 3, V. 3, " happy," ai 



r£x.l37,m. 7, "m 



fully." ForeigneiB alway . . . . 

heard as a long rowel in the West and in ImImuI 
in place of as, and in Ireland it is the. name of th» 
first letter of the alphabet. In Scotland ahort «i 

ithe deeper sound of aa) is constantly sabatitated 
or a, and the teacher shoold carefully ooiTeet any 
tendency to aay aa for a, except in such words as 
" paaa, glass, ask, path, lath, aunt, hannt, frontlet, 
grant, sha'n't," aa is commonly oaed in these 
eases ; the use of o is only common in the West and 
among the educated clasaesin the North. See cases 
St. Co. Ex. 133. V. 4, last line, " everlsatiog." Add, 
Ex. p. 21, sc. 3,m. 3, "glass." The nnaccenteda 
in ideir, China, against, paasnble, is generally pro- 
nounced a and may be so sung, but ue effect of a' 
(see aa,) or aa, is much finer in singing and is always 
admissible. See Add. Ex. p. 47, sc 1, " alone," 
and p. 34, ec- 4. m. 4, " aroond." Any final tdllal 
r in BDCh cases must be avoided' most sednlonsly, 
(specially before a following vowel. In -*l, -t»r 
final, an u sound ia generally nsed in apeakiiig, but 
an a sonnd ia admissible in singing. See Add. Ex, 
p.32,sc.4,"uiuverBal,"p.34,ec.l,'4nnian." SingeiH' 
ahoijd never sing/,n, without any vowel when Nere- 
is the least excose for their inserting one, as tho 
quality of their tones is so bad. 

Ex. 2B4. — Practise thia vowel in the Key D ami 
in the manner described above, Ex. 274. 



Ex. 385. — Camparison exsrdMS as aljore ; pat 
pale, pad p^d, bat bate, loch balce, ban bane, tap 
tape, tacfa take, dall^ dale, cap cape, con cone, gap 
gape, tat &te, fan fain, satiate, shiun shame, lack 
bke, mat mate, oap oape. 

a, — ahort, in threat, dead, bealfli, friend. Bald, 
nrnfar, leopard, any, many ; long, b^oie r and ta- 
pering into H, in there, where, ere, e'er, stair, 
itaie, pear, bear, bare. The tuncue ia pretusely 
in the same podtioii as tor ai, but the larynx 
IB lowered. Hence in high pitches » has a ten- 
dency to become ai, or else the tongue is lowered 
into the_poaitiDn of a, and <u is eubstitiited. See 
St. Oo. 1^ 133, T. 4, " commend," Ex. ITi, m. 4, 
"Amen," Ex. H4, v, 4, "where," Ei.l45,ni. 3. 
T. 3, " ere." The aoiind of « ia so comnumly used 
for « in Scotland (where i is reserred for our >, the 
Scotch pia being sounded like our^n) and in the 
prorinoes, and even by many Southern speaken, 
that the use (d oe for > need not be corrected, but 
care moat be taken to avoid o for «, as is some- 
tiroes heard in Scotland. When e is written brief 
in unaccented syllables either i or » may be spoken 
bnt 4 is geTierally the beet for the singer. See St. 
Co. Ex. 137, last note. The singer most be very 
carefnl not to prolong such words as " kept, set, 
roet, wed, ell, Ben," iSm " caped, sate, mate, wade, 
aQ, bane, ka., and henceronat practise the prolon- 
gation of this vowel aoimd. 

Ex. 386. — Practise this vowd in Key D. in the 
maimer described above. 

Ex. 287. — Comparison exercises as above: pet 
pate pat, bet bate bat, tell tale tallow, dell dale 
daUy, kennel cane can, get gate gat, foU taSi fal- 
low, sell Bale Sail, shell shale shsll. Jet late lattice, 
met mate mat, neck gnake knack. 

L — as in hip, pit, bid, clifl', Mb, gild, lynx. The 
tongue and lips are precisely in the same pontioa 
as Ua It, but iba larynx is lowered, so Uuit the 
voice naturally sinks from « to t in lowering pitoh 
and great care is required to sing both « and i to 
the same pitch. The vowel i is very characteiiBtic 
of EilgluJl. and although it does not occur as a 
recognised loo^ sound, it has to be constantly pro- 
longed in singmg. All meaning is lost if "lip, sit, 
grit, bid, hid, sick, sin," are prolonged into "leap, 
seat, greet, bead, heed, seek, scene." Such words 
BS " happy, vanity, nnity," have constantly a 
long tone to their last syjlablea, which-must never 
be called m. See prolonged i in St, Co. Ex. 116, 

St. a>. fSmJ 
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Bc. 2, "kill," Ex. 139, m. 2, "JitUe," Ex. 140, v. 
a. " fill," Ex. 174, m. 12, " hill," Add. Ex. p. 30, 
sc. 3, "village." The great fault of English speak- 
ers is to use i long for «, and of foreiguers to uw 
tt short for t , Before r, > long is always used for 
« long, and after r many speakerB find the pure » 
diffictSt. Most bass voice) take t for h. In the 
Comparison ei ' 
et^:, singing it 
lowing > oc ee, eic 

Ex. 388.— Practise this vowel in Key E in the . 
manner described above. 

Ex. 389.— Comparison exercises as above: let 
baby be, a paltry free, with ugly glee, a tiny knee, 
the glassy sea, make worthy tiiee, a wintry tree, 
thy enemy me, a flashy she, beet city tea, they 
chioflj^ flee, cried gruffly flee, the lucl^ key, fit 
feet, ait seat, mill meal, knit neat, whip weep. 
Fifth Gxour, TJO, O. 

no. — asin full, wool, conid, book and foot. The 
tongue, teeth, and lips are in precisely the same po- 
rtion as for DO, but the Ik^hix is lower. Most 
elocutionists consider iw to be the same as oo short, 
but the Scotch pronounce " book, loot cook," wiUi 
a real oo short, and the eSbct is so different from 
the English, Uiat they are wrongly supposed to saj* 
ee long. Compare Yorkshire 66ok, with oa long;; 
Scotch iooi, with oo short, and Southern iuoi, with 
uo short. Also compare English piol, French pAa/, 
written "poule," and 'Eagheh pual, written "pulL" 
The distinction between m and ua is preeiBely the 
Bune as between » and t ai and e, au and a, Bnt 
a p>ood imitation of uo (not of no) can be made with 
widely opened Upi, and sung at any high pitch on 
the sikle, where bo cannot be touched. Tliis sound 
is therefore valuable to singers. It is a oommon 
fault to sayniom, iuob, and even/iW, with IH> shoit, 
in place of rioiit, iSon, faod, with eo long. But 
when "poll, full, could, would" are prolonged, the 
singer should never say " pool, tool, cooed, wooed." 
Tlie words "uvol, ttiaman, would, " present great 
difficulties to Scotch and Welsh, and even many 
English speakerB. The pure teuo should be hear^ 
in each. In the provinces « and no are constantly 
interchanged, so Uiat "boll" is proQonnced "bul" in- 
stead of ■•baol," and "foot" isprononnced "fut" in- 
stead of "fuot." Observe that uo and not « should be 
heard in bull, full, pull, (and their derivative 



cuckoo, huzzor, hozzay! hurrah! push, bush, to put. 



142 nzTs 

The game of pvl baa «. The word _/W&o«< is 
pronoimcod bolh waya. All other wordii with it 
tbott have u not w. In blwd fioed, oa u Bauiiiled 
m \ in Mat both u and hd are heazd. 

Ex. 990. — Comparuon axeraiHS, aa ftbova : pool 

Soil, fool full, cooed coold, wooed would, thooed 
lould, food good, who'd hirad, thoot put, gooM 

o. — as in nod, wisd, tdock, odd and dog. Tie 
tongue, teeth and lips are proclaely in the same po- 
rtion as for ttu, but the larynz is lower. Honco 
thu sound has often been thought to bo the same aa 
HH Bhort, and moat elocutionista put it down aa anch 
But if any singer inadTertontly prolonged the namo 
of God into gaud, he would feel aahamed of the ir- 
reTarenco. The tollowine eierdso wiH shew how 
the sense may be utterly deBtrcyed by not aftend- 
iii2 to tl'i* distinction. The difibronce between an 
.and 0, is of preciaely the same nature as that be- 
'tween m and t, «' and *, no and uo. Let the student 



follows is neartr always mr' ; the ttu is long and 
the r' ihonld be slightly trilladtor diEtancbiess,t]ioii^ 
it is freqaently altogether omitted. The woida 
"aoft, often, office, broth, groat, gone, cross," and 
Bometimos " dog, lonff," espeoially in America, are 
prononnced with mt, but either o long, or <u long 
are preferable, and o abort is mach lued, and is 
indispensable in " dog, long." Sea inolongied « in 
:St. Co. Ee. 68, m. 2, " song," Add. Ex. p. 1, m. 3, 
-"God,"p. 4,»0. 3,nL 2,"spot,"p. l*,«C.4,m, 2,"on.'' 
Ex. 391. — Comparison exardsea as above: odd 
awed, pod pawd, sod sawed, holiday hanl, Holl 
imanl, stock stalk, yon yawn, nod gnawed, fond 
&wned, Ciod gaud, poQa^ poll, rot wiou^t, hock- 
ey hawk, solid salt, totter Uo^t. 

Ex. 99S. — Error exeRasea on the vowels. The 
iteacher sings on GF the wrong pronnndation, and 
"the pnpiU immediately (on the same tone, and pro- 
longing the syllables) sing the Mrrtit pronnnci- 
;ation of that word, and of the other woras like it. 
" aitone " atone, adore, among, alone, amAze, alarm, 
*w«ke, above, abont, amidst. " Dnvert^" divert, 
.di^reat, direct, divnlgB, engine, "Tee&nonny," 
migratory, patrimony, dilatjiry, and matrimony, 
'■■Cnnmund," command, complete, comply,oommend, 
«OJTect,«adi»rrapt. "Ooodni " '' 



matchloM, bonndleai, anfliam, forsnt, yaa aniin- ' 
stead. "Eriduice,*' evidnuo, ajlenoo, pmdfUA 
ardent, exoallant, providenco, influanrao, oonteot- 
ment, judgmanl. "Bagelar," regular, edacal^ 
singijar, articolate, perpendioular, paiticHlu, 
" Foe-gar," fear, near, their, more, "^ihonse," j 
ahouBo, aniile,-atown. "Thee bee," tha baa, Uin I 
house, thu mile, thn town. " Thu o - -. - ■ 
evening, thee upper, ti 



« open, thee sppl^thw aa- 
in. " JenNMBUnni," Jonw- 



saJem. " A nice house," a _ 

an ox. " This boot," this hour. '■ Our : 
our own. "His aage," this ag«. ■■ On l 
side," on either nde. "Bear u sommd," \ 
onwMd. " Tttikit," take it, "Bee din," n 
" Glory yand honour," glory and honour. 
glo^, ooand the power," the gloy and. 

Note that in Uie soleian style of nmaio, tka wwd 
' '^lly, bnt in the bmilBi 
[t syllable of ■■ damBiy," 
"niimnny," " Tommy," — that the l«nniiiation"sf 
is in saoed mnsio sun^ aa a separate Byllabb^— 
that the word " wind " is sometimeB in poeby jao- 
noimced weind, — that the word " heavas " is Bams- 
timea proDonnced as oue tyllnble, and sometime* u 
two, and that iriien pronoonoed in two Byllablts, 
the second should be very li^itly dwelt upon. 

D^tliangf. — There are four priooipal diph- 
thongs in the English language ; m as in lui^ij^ •> 
as in foil, ou as in foul, and «■ as in fend. DwiH 
be convenient to treat along wit^ Uie T^p^tTumg" 
the vowel ao, as in pore, bo^use althon^ it is not 
a diphthong it is osed in '''^"ffl"''' only aa the fiat 
element of one. A diphthong is not maFd^ two 
vowela put dose together. The word " c&wiag" 
might be repeated ever so quickly wiUund its brs 
vowels producing the sound of ei aa in "coin." 
The two vowels must he oemoited and boond to- 
gether by the Glide already ttq^j^aad, pt <1. 
Tkat in the phraae " papa I'a a T<niui aol,&'*l^" 
we have two caaes of vowels put clow togoUtv. 
The second vowel in eaoh oaae has a dear npante 
"attack." If we allowed the voios t» "~'*t-"' 
while the organs are passiiw frcon one vinrel 
sition to aarther, we should 

though singlelettersjandthattheio . . 

are simplevowelsaltiioiigh they have twvlettei^aad 
are hence properly diatingwshed m """ "" " 
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of tbe vaveit irtiich fomt a Diphthcmg it much 
shorter ttian the other. In a Diphthong, the Glide 
whidk ii the dharacteriBtic part should always be 
longer than the shorter of the two vowels, and oue 
of the two TowelB ahoold he formed bj a closer ap- 
p«uich of the lipa or of the bmgne and palate to 
ffl^ oK other. It IS iiapoctaiit to nbtioe that the ac- 
cent is geaerally laid on thai Towel wludi has the 
widest opeoisg. 

A — as ml, ere, isle, buy, tie. Ibia diphthong 
IB TBiy variondy p ro n o u nced in Bpeaking. TTie 
second element ia ahroys the same, I, aot the foreign 
sounding: "■ T^ ^™ dement, alftough it ma 
the pdniapal strest, is extremdy short and diffi- 
cult to c^ch, b<it ia gatBaSiy w, tf fnot ■} or «a. 
The stzesB aunests to Ibe mnger ttiat ttie first vow- 
el diould \it dwelt upon, but ita indefimtenees, «a 
spolrao, JcATM him to ohoae liit own vowel, and he 
selectsthe bcautifal «. The Glidebetweei) oa and 
f should he very msrked. When «i has to be sd^ 
tained, in 'singing, prolong the pure ea somtd, and 
finish rapidly, clearly and distinctly with the gUde 
and>. SeeSt-Co. Ei.Sfi,'BC 2, Eill6,lMtvocd. 

Ei. 39S. Sing thefollowiogpaiiaof wttrda on 
nny tone, heing careful not to raiss the pitdi aa the 
final sounds. Sing the first wnrd of each pair as 
short, and the BBCCnd as long as posable. Fie pipe, 
boy bribe, tie tight, die died, fie fiis, thy Kythe, 
sigh sise, sly aKoe, my mine, ni^ nine. 

oi in boil, boy, buoy, bnoy ed, toy, toyed, qncnt, erin, 
joy. The nroper first element of diisdipMhcaigis o, 
not OH, and those who have learnt to prolong o will 
find a great refinement from its use, but otheis may 
usenu. Even in speaking, (he fint (dement is some- 
what prolonged ; much more so in singing. ATuid 
the vulgarity of nnging oi as ti. See cases in St. 
Co, Ei. 134, 17*. When « occurs baforo a vowel 
aa in '^toying," fling; oi distincUy and commence f^ie 
next syllable with y thus tei-yinff. 

Ex. 304. Sing on any tone or group of ttmsa 
the foUowing warda. Aimint, rantaoent, oil, bdl, 
broil, ceil, foil, foist, froise, groin, hcaae, hoist, joi^ 
joint, jraat, Icin, moil, pmnt, poise, pcdson, soil, spoil i 
destroy, deooy, loyal, royal, voyage. 

plough, nnmd, bome. Ttaa djj^thaog resembles 
ri in diarKjtur. I1ie&r*t elem«it>aaMS«iiwaBin 



lengthened in speech. Do not nsa the foreign m for 
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ue. In singing: select uutheflrflt element, and when 
the dhihthong has to be sustained, prolong the puio 
an (t^ng great care not to round the hps ba[or» 
the glide) , and finish landly, cleaily, and distinctly 
with the glide and no. Be careful not to lower the- 
pitch ia flnidiing off with KB. Thernleol making 
■M alwa^the fiAt element will prevent aU scots (S 
vulgaritiee and provindahaDB. SeeaaaBflin8t.Co. 
Ex. 80, 131. 

Ex. 29S. Sing as in Ei. 387, deeoendii^ on ei 
and sscending on on ; how bound, now noon, cow 
oowed, about out, found out, ronnd about, round 
sound, tboo denbt'st, cow honrn. 

en in pew, imbue, tune, dew, cue, fsw, view. 
This diphthong is always [oeoeded by a oonsooant. 
In unite, union, use, &0., a y ia always prefixed in 
speech. The first element is i which is alwi^ 
^ort and vjitAout stress. The second element is oo 
and in accented syllables, is long, having the stress, 
but in unaccented syllables, as dommem, may be 
abort. The glide from t to oo is very short, bat 
longer than the i which is just touched. To make 
the first element long, as h with the stress, in Unr* 
00 See-oo-zun for "true Susan," is a great vnlgariem, 
espedally i^eiisiTe in sLofpng:. This ^^thong^ 
always becomes ao gSter r", as rue, imlvue, orew, 
etc, but not after l,n,i, i. In nsging, dw^ on 
the rnefnd element. See caaea St. Oo. T'!^ 116, 
score 2, £x. 174, soore 9. Be careful not to cbangs 
( and d into ek and J before m, and not to pro- 
nonnee- tun, -Jurt, - as in fMtwra, tirdun, cither 
as - ekaT, -Jar, cr as -Imr, - dir, but kaep the t, d 
and the diiAthang ta qoito pare in singing, wlut- 
Bver may be your practice in ipeaUng. 

Ex. 390. Sing as above : hen, Inie, illiinune, 
new, news, nnisanoe, newt ; sue, oooiumi^ resume, 
pew, ttuK, dew, cne, few, view, 

ao as in roar, tore, ore, more, temx, is never nsed 
in received Knglish except before r, fcnmnc; part 
of a £phthong, and is henoe placed hoe. But it 
is a pure vowel in itself. The tongue, teelb and 
1^ ore precisely in the same pomtieD as for « ; but 
tu lannxis nun depMSsedud hence the jikii i* 
natomllydeepw. XtmaybeoMainedbypnaunmcing' 
M and thinking c£ OR. If UkertndestnQiBngiMto 
a vecy prolonged tasu, aad fint round lus lipa and 
tiion opoi turn iiiiiiiaHiiiilj. without iirt e iiupli M 
the tone or in any w» **'°"e™g the poatkm of his 
oHiar (nans, he will prononncs ■■, oo, 0a, so,. 
■Uernately, and gain muii knowledge (d theeffiiot 
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• on TOwei quality produced b^r rounding the lips. 
When clearly produced, oo is a Tery beautiful 
Towel, much fin6r than either au or oa. It is very 
common in the provinces in place of oa, it is the 
^rue Welsh o long, it is the Italian open o, and is in 
general use on the continent. It may be used to 
replace oa in low pitdies, but never when pure oa 
eau be produced. It always replaces oa before r, 
and is sometimes used in place of o or ati in such 
words as ''soft, often, office, broth, gone, cross." 
It will require some practice for the pupil to hold 
ihe fixed position of this voweL The learner will 
be assisted by remembering some familiar word in 
which it occurs. It is important to destinguish 
such words as motr-^r, one who mows, from ntore, as 
m tibe Comparison exercises ; the first words have 
oa and two syllables ; the second ao and only one 
syllable. 

Ex. 297. Practise this vowel in the key of Fjf 
in the manner described above. 

Ex. 298. Comparison exercises as above : blore 
blower, ore ower, tore tow-er (one who tows), gore 
goer, roar rower, hoar hoer, shore shewer, lore 
lower, sore sower, more moweri eltore stower. 

Other Biphthongi such as ai-i in day, oa-uo in 
known, i-u in beer, e-u in bear (see Ex. 272), ao-u 
in boar (with the above vowel ao in place of oa), 
uo'U in boor, need not be separately practised. 
The singer should in the four last cases always 
trill the r even when final, at least slightly. 
And when r comes between two vowels as in weary, 
Mary, glory, he should be careful never to omit the 
glide to u ; wee-rH is Scotch, Mai-rH is very vulgar, 
and gloa-ri is old fashioned. 

The South of England custom of ending ai with 
a vanishing • and oa wi1& vanishing uo, rather 
spoils the vocal e£fect. Hence it is best to practise 
avoiding it in singing. 

Spflioial Forms of vocal music. Of the various 
forms of vocal music adapted to special purposes, 
the simplest is, — 

The Sesponee^—TbiB may be only the word 
** Amen," on one tone and in unison, or the same 
harmonized, or it may be a more lengthened sen- 
tence like the responses after the commandments. 
In any case, if a response is intended to be really 
sung Dj the whole mass of a congregation it musib 
be as sunple and natural as the ** Gregorian tones," 
and must have a pitch and range easy to all kinds 
•f voices. A humble full-voiced unisonous 

St, Co, (New.} 



''Amen " cannot be got at a higher pitch than £ 
orF. 

The Chant, — ^The practice of reciting a ver8« of a 
Psalm on one tone and ending each recitation with 
a natural cadence was older uui Gr^^ory or even 
Ambrose. It is the "form" of every ezdted 
speaker. Its essentials are a redting-tone and a 
cadence. The length of tiie redting-tone depends 
on the length of the words. The ci^ence may be 
of one, two, three or more tones. The regular 
form of the Anglican Chant (a redting-tone witii a 
two-measure cadence, f oUoweii by another wiHl a 
three -measure cadence), p. 35, originated in 
England at the timo of the Reformation. It has 
as much variety and beauty as can be dedred in so 
elemental a form, but the redting-tone is often 
placed too high or too low for the common, vdces 
of the people and the cadence is often made too 
wide in its intervals to be smoothly sung, — ^thus 
unfitting it for its proper use. Instructikms in 
chanting are given, pp. 36, 2T, 59, 63, 47, 82, 93. 

Hymn Tunes. — ^There were metrical hymns, as 
distinguished from prose chants, in the earnest ages 
of the christian church, and although " time " and 
"measure" were not tiien written in music the 
tunes for these hynms were necessarily euny with 
tiie accents and measure of the hjnmns. At the 
time of the Kef ormation many of the old Latin 
hynm-tunes were revived, and others made. The 
attempt to sing them with large masses of voices, 
in simple peo]^e*s harmony, encouraged muddans 
to study the progresdon of plain sustained chords, 
and so help to perfect modem harmony. It is still 
this march of plain chords which is the glory of 
the hymn-tune. The introduction of diromatic 
resolution^f unprepared discords other than those 
which (like ^S, % "f^M, and ^8E) are fiuniliar to 
the common ear— of difficult trandtions and modu- 
lations like those in the Tonio-minor,~K)f the sharp 
sixth of the minor bah, except yrhssn. moving from 
and to the seventh se, — of extreme compass for the 
"parts," — and of difficulties in time — ^is minons to 
the congregational character of a psalm or hynm- 
tune. Let not the precentor be muled by the great 
names of composer, or harmonist attadied to such 
tunes. Very few great composers ever taught a 
psalmody class or took the trouble to make thran- 
selves acquainted with the capadties and inciqiac- 
ities of the common people's voice. We have 
many hynm-tunes for the Organ and many for ^e 
Choir, but only a few for the People. 
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The speed at which a hymn-tune is sung affects 
its harmonic character — its rhythmical impression — 
and its adaptation to the emotion of the hymn. 
When a tune — ^before sung at moderate speed — ^is 
sung very quickly, every two pulses (in two and 
f our-pulse measures) or every Mr^-pulses (in three 
and six-pulse measures) hecome practically to the 
ear, one-pulse, and the hannony should be altered 
accordingly ; — ^the chords being made to change less 
firequently» and many ''passing tones'' allowed. 
Thus if ''Jackson's," p. 2, were meant to be sung 
rapidly, as a to, to, to tune, the chords would have to 
be changed once in a measure (as they do in dances or 
quick nmrches) instead of twice; — and if the 
" Waits," p. 8, were altered, by exceedingly slow 
singing, into a mournful hymn-tune, the chords 
should be made to change twice or three times as 
frequently as now — so as to suit the slow and sol- 
emn tread of the music. To sing at great speed 
a tune harmonized for slow singing, and changing 
its chords at every pulse, produces a heavy jogging 
effect. To sing slowly a tune harmonized for speed, 
produces a drawling effect. The precentor must 
look to his harmonies. 

The more rapidly a tune is sung the more marked 
is the rhythm, and the greater necessity for Ehyth- 
mical Balance and proportion between the lines. 
Ilie popular ear demands this balance. Witness its 
delight in dance-tunes and marches. If the tune 
books do not make the lines of equal length, it will 
be easy for the Precentor or Organist to do so, be- 
cause " balance of rhythm " comes naturally to the 
people. 

In selecting a tune for a hymn, the Precentor 
will have to consider what is the general sentiment 
of the hymn. He will find it convenient to clas- 
sify hymns as first, the bold and spirited, second 
those expressive of cheerful emotion, third those 
which are didactic and varied in character, and 
fourth those which are solemn and prayerfuL To 
the first class of hymns, tunes in two or four-pulse 
measure, moving somewhat quickly, and having 
doh, msj and eoh placed in effective positions in the 
melody, are well adapted. Tunes of this character 
when sung very slowly and firmly, change their 
effect into the grandly solemn. To the second 
class of hymns, tunes in three or four-pulse measure 
having te, ra^,/aAand lah placedin the most effective 
positions, are well adapted. These cheerful tunes can 
be changed by slow andfirm singing, not into grand 
tunes,but into prayerfully solemn tu]ies,of the fourth 
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class. To the third class of hymns, tunes must be 
adapted which give no special effectiveness in their 
melody either to the strong or to the leaning tones of 
the scale. These non-emotional tunes have generally 
a step- wise melody, and they cannot be much al- 
tered in mental effect by speed of movement. 

Different speeds are u&d for the same tune in 
different placis, but the natural force of habit pre- 
vents any great change of speed in the same tune 
at the same place. To some Ixtent however change 
of sentiment from verse to verse may be indicated 
by change of speed. If the congregation are ac- 
customed to the ways of their precentor, a bold 
tone or two from ms voice will rouse them into 
spirited expressions as by electric sympathy ; and 
a pause after a verse wiU easily suggest that the 
precentor desires the next verse to be sung softly 
and more slowly. This art of adapting music well 
to the words is a great secret of spiritual &{i(iQ^;B& in 
the precentor's office. 

Anthems differ from hynm tunes in giving mu- 
sical expression to particular words rather than to 
the general sentiment of a hymn of many verses. 
See **Hear me when I call" p. 17, and " O Saviour" 
p. 85. The anthem is free to introduce repetitions 
of music and words, the silencing of parts, and f u- 
gal imitatiims, which are inadmissible in a hymn of 
man^ verses. Although these contrivances are es- 
sentially characteristic of an Anthem, tiiey must 
be carefully used in one which is intendea to be 
sung by a whole congregation. It will be well not 
to leave the tenors or contraltos, who are often 
weak in a congregation, to take the lead in a fugal 
passage, and it is unwise to attempt a fugal entry 
on a half -pulse, or to introduce any other perplexity 
of the tune. The Motet is the ancient form of 
the anthem. Anthems often consist of various dis- 
tinct movements, with changes of key and measure 
and speed, — one movement being so contrived as 
to set off by contrast the other movements. Cathe- 
dral anthems are written for choirs which are seated 
in two divisions, one on the Dean's side (that is on 
the right hand as you enter from the nave).cidled 
Decani; and the other opposite on the Precentor's 
side called Cantoris, Some parts of the anthems 
are sung by the full choir (marked" Full"), and 
other -p^tta antiphonally, that is alternately by the 
two halves of the choir. Portions marked "verse" 
are to be sung by one voice to each part. These 
anthems also include solos, duets, &c, and bold re- 
citations in unison, which are called choral recita- 
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tives. Anthoms are generally intended to be srmg 
with organ accompaniment, thongh many of the 
fall anthems may he well performed without it. 

The Madriffol is the oldest form of secular vocal 
music in parts. It partakes of the old style of har- 
mony, abounding in fugal entry and imitation. 
No one part predominate over the others, but each 
takes its timi in specially claiming the ear of the 
listener. Ajcnr nuftiber of voices may join in a 
madrigal. The same style of music was used in 
the old anthems, of which ''Bon accord," p. 11, is a 
short example. Some quaint point of seirtiment at 
the close oftem characterizes uie madrigal. There 
is no ^ood example of a madrigal in the Additional 
Exercises. " The time for joy" p. 16, is the near- 
est. See however examples in the Tonic Sol-fa 
Koporter — "In going to ihy lonesome bed" No. 68, 
"The Silver Swan" No. 274, and "Flora gave me" 
No. 287. Many pieces arc called madrigals which are 
only harmonized airs, such as " My lady " p. 21. 
A light form of the madrigal is the Ballet, which 
was sung chiefly to " fal-la," as an accompaniment 
to dancing. Instrumental accompaniment is out 
of place in this dass of music. 

The Glee is a musical form of English birth. It 
is meant for single voices, and therefore gives each 
an opportunity ot display, and develops every nicety 
of tmie and tune. It is commofnTy extended,like the 
anthem, into several distinct movements, one reliev- 
ing, by its variety of style, the general effect of the 
others. See " Swiftly " p. 29, " CJome let us aU " 
p. 24, "The Spring " p. 60, "Awake" p. 62, "The 
Stoat limVd oak" p. 77, and "Ye spotted snakes" 
p. 81. These glees will bear a number of voices on 
ecujh pert, though ^eat care should be taken to 
secure unity and delicacy. But many glees eon- 
tain too minute divisions of time for this. Instru- 
montel accompaniment was neverintended for sudi 
glees and woidd defeat their object in displaying the 
voices. But accompanied glees have been written 
by Sir Henry BLshop and o&eoni^in 'wiiidi the in- 
struments play speoal parts and produoe special 
effects. 

The Part Song differs from the glee as the Hymn 
tune differs fron\ the Anthem. The Ptot Song 
and Hymn-Tune repeat the same music to several 
verses, whidi the Glee and Anthem never Ai\ The 
Part Song is claimed as of German birth. It is 
intended to bctfir many voices on eadi part. It 
differs from the madrigal in not admitting so much 
of the fugal style, in depending more upon modem 
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choral effects, and in permitting the upper part 
generally to predominate. Specimens of tha Ger- 
man part songs are to be found on pp. 1, 3, 4, 6, 
13, 14, etc. The Part Song as naturalizeid in 
England, is to be seen in " Sunshine afi;er rain" p. 
44, and " Harvest Home " p. 39. The greatest 
refinement of this style is to oe found in £e com- 
positions of Mendensohn (pp. 71 and 79) and 
Henry Smart (pp. 46 and 88). The Sttrmonized 
Air is practically a part song, Imt from the nature 
of its (nrigin a greater comparative ioiereBt ^.ttaohes 
to the melody. See the examples on p. 12 and pp. 
67 and 65. The }>lainer part songs, l&e those first 
named, would bear accompamment, hot are better 
without it ; such part-songs as those of Mendelasohn 
and Smart with their mie development of voice 
and expression, would be injured by it. 

Oratorio Cheruees are meant to be sung by large 
maaeee of voice, and to receive full band accompa- 
niment, though the harmonies are generally com- 
plete without it. See " Hallehijah " p. 26, " How 
lovely " p. 68, and " Theme Sublime " p. 66. 

Operatic Choruses are generally of a light style 
re<]|[uiring accompaniment, but>not a great' mass of 
voices. See examples in Ihe Tonie Sol-fa Reporter^ 
"Market Chorus," No. 487 and"Camovale," No. 142. 

A Canon is a fugal imitation in which the music 
of the leading part is imitated through its whcde 
length in the other parts. A fine example is *Thou 
shalt shew me " p, 7. It has four voices engaged 
on two subjects and is called a Canon "four in 
two." The leading eubjeet is announced by the so- 
prano, and continued to the first note of the second 
soore of p. 8, after which it is repeated as iax as its 
first cadence. This leading subject is again takoi 
up by the tenor, but not till after six measures, and 
is carried on to the end, the tenor haTing time only 
just to commence its repetition. Meanwhile the 
counter eul^'eet has been announced by the contKilto 
in the third measure. This is carried on to the end 
of the first measure of the second score, p. % ihe 
contralto having time to repeat nearly half t>f it. 
This counter sv^ject is imi^ited by tke bass, also 
after six measures. The bass has no time £or repe- 
tition. The Counter Subject in this case closely 
resembles the leading snbject itself, and may be 
called a " fugal imitation " of it. A Eoimd is a 
canon with one subject, and in one " part " which 
is taken up successively by the difEerent voices. 
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A Fugue does not require its subjects to be imi- 
tated exactly as in a Canon, or through their whole 
length. But it is a more lengtiiened piece and is 
more yaried in the treatment of its subjects. It 
allows the parts which are not engaged ux>on the 
subject to sing beautiful phrases, as Accompani- 
ments, which should be deUyered in a subdued 
manner. It also permits short interludes or dis- 
tinct Episodes, and yarious kinds of Closes, in 
which me Subject does not neoessaiily play any 
part. 

The eaeniidU of a Fugue are — ^that there shall be 
a Subject and a Besponse, carried through the 
yarious parts of which the music consists, and that 
this Subject shall be the main point of interest in 
the whole moyement. Some make a counter sub- 
ject essential to the Fugue. Others say that there 
IS no Fugue without a Stretto(see p. 105), and others 
again require for their true Fn^e an Organ-point or 
Pedal. But the strict definitions are practically in- 
conyenient. It is difficult to exclude from the ca- 
tegory of Fugues any piece or moyement the whole 
frame work of whidi is eyidently built on some 
one Subject and Besponse. According howeyer 
to our own definition, *^ Hallelujah, Amen," p. 26 is 
not a Fugue ; for though it has a Subject in the 
first two measures which is simply repeated in the 
next two, and has a proper Besponse starting fvom 
a fiBih aboye in the Soprano, and although the same 
subject is again announced in the Bass of sc. 4, and 
has again a Besponse a fifth aboye in the Tenor, 
and once more re^appears at the bottom of p. 27, yet 
the Subject is not carried through the parts in timi, 
and it is not made the princrpal point of interest 
in tho greater part of the Chorus. Such pieces 
may be called Fugal passages or moyements, but 
not Fugues. Two smsdler passages of the samekind 
are in " Bon Accoard" p. 11, and "Hear me" p. 19. 

The Subject is a Phrase (seldom extending to a 
Section) of melody, which is imitated (more or 
less penectly) in its rhythm or melodial waying or 
both in tiie arter parts of the Fugue. It is of such 
character as can be easily recognised by the ear 
when it re-appeara in difGurent pi^ and in different 
keys. In t^emore complete IVigues it is imitated 
by the seyeral parts successiyely, and that several 
tunes oyer in difGarent ways. Each time of its 
bdng '^ carried throu^ " the parts is called a new 
'< Exposition " of the Subject 



The Sespo)tse or Answer is an exact or nearly 
exact Imitation of the Subject. It generally com- 
mences, the first time it is nmde, on the fifth aboye or 
the fourth below, or in the octaye. Afterwards it 
may commence on the same tone as the Subject or on 
the 1st, 2nd, 3rd, &c., either aboye or below. It 
may be by contrary or similar motion. It may be 
in equal length of tones, or expanded or contracted. 
It may also be with contrary accents {per arsin et 
thesin), the Subject and Besponse beginning one on 
the weak and the other on the strong pulse. 

The Counter Suhject is really an Accompaniment 
to the Subject or to the Besponse or to both. There 
is often howeyer no distinct Counter-subject, but 
the Accompaniment yaries. On the other hand 
there are sometimes seyeral Counter-subjects in 
different parts. A good illustration of the Counter- 
subject is in the first moyement of " Theme sub- 
lime," p. 66. . The Subject (of three and a half 
measures) is announced in the Conti^to, with a 
Counter-subject in the Soprano. The Besponse is 
immediately giyen an octaye below by the Bass, 
with the same Counter-subject above it in tho Tenor, 
Next the Subject appears in the Soprano, sc 2, with 
the Counter-subject below it in the Contralto. The 
two are inyerted. Then comes tiie Subject in tho 
Bass again altered in its first interval, with the 
Counter-subject in the Tenor. And lastly the al- 
tered Subject comes in the Soprano again with the 
Counter-subject under it in the Contralto. This is 
not quite a perfect " carrying " of the Subject 
" through" all the parts, and several other elements 
of Fugue are wantmg ; but as, witii the exception 
of a little play of the Accompaniment and a ca- 
dence, there is nothing else in the moyement but 
Subject, Counter-subject and Besponse, we prefer 
to (xJl this a Fugue. 

The Stretto, — ^The Besponse generally commences 
the first time it is made, after the Subject is completed, 
but it often commences with the last pulse of the 
Subject and sometimes earlier. In the latter parts 
of a Fugue it greatiy adds to the excitement and 
beauty of the music when the Besponse appears in 
one part before the Subject has come to a close in 
the other. This drawing closer of the answer to 
the beginning of tiie Subject is called Stretto. 
Sometimes there is more thaoi one StreUo, the Bes- 
ponse coming each time closer to the beginning of 
the Subject 
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OiyaH Feinli of F6dal, — ^Complote Fuguos, aftor 
employing a vast vorietr of coatnvances tor ehcwing 
off m Tarioua Ijghta their Sulijecta anil Coontcir-BUb- 
jects, often conclode with a long holding touo, com- 
monly in the Ba», callod an Organ Point, which 
Soods with its grand aound the last parting phnuea 
of their various themes. There is such on Organ 
Point in the eloee of " How lovely " p. 61, but it 
it placed in the instrumental part. 

No Cmnpltlt Fugut is to be fonnd in Additional 
Bxerciaes, fant there are interesting illnatratioas ot 
the leas regular forms which ahould be carefully 
studied, eaoi student being able to answer ques- 
tions upon them. In the second movement of 
" Theme Snblime " p. 67, the Subject is " carried 
throngh " all the parts twice, first in the order. — 
Bass, Tenor, Soprano, Contralto ; than in the order, 
— Soprano. Bass, Tenor, Contralto. It then occuia 
again, p. 68, sc. I, m. 6, in the Bass and isitnswerod 
in the oopnino. 

In the third movement p. 69, sc 1, m. 7, a Sub- 
ject (of ail and a half measures) is announced in 
the Contralto. The Response cornea (with a Stretto 
of one pulse) in the Soprano sc. 3. It is taken np 
again (with a Stretto of one pulse) in the Tenor, 
sc, i, but here the close is altered to accommodate 
the Boss which wishes to enter at the fifth instead 
of the seventh measure. After being thus "carried 
through " once, the subject re-appears slightly al- 
tered m the Soprano at the end of sc, 6, with the 
same Stretto which the Bass secured. Then fol- 
lows a digression or episode of sixteen measures, 
oontaining the first four tones of Subject and Ree- 
ponse fu^lly treatod in Tenor, Contralto and So- 
prano. At the bottom of p. 70, the contracted 
Subject re-appeara in the Contralto, and is again 
" carried through " theBoss, Soprano and Tenor, 
but with ever shortening proportionH,^thc close of 
its melody being broken off to make way for the 
cadence 

In " How lovely " p. '68, a Subject of eight mea- 
sures commences in the Contralto, and after a full 
measure' a interval the Boea takesup the Beaponse an 
octave below. After a measure of interlude there 
enters p. 58, last score, an Episode of ton measuree 
... . -_ .. .•...-.._.• j^ gjj^j passing into the 



first tberp key. Then p. 69, end of sc. 2, i 
ieot re-appeara in the Tenor, but only the 



.d passing 
of sc. 2, the Sub- 
. jeot re-omieara in tha'fenor, but only the flrat half 
□f it. Before this is conelnded the Soprano tabee 
up the Subject for the same length, but omitting 
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the middle part givee onlj the first and last portiona. 
With a vory close Stretto (after only one measore) 
the Tenor again introdaces the Subject in the aama 
way OS the Soprano. At the bottom of p. 69, is & 
brief interlude. On p. 60 a new Subject is introdu- 
ced in the Soprano with a Counter-subjeet in the 
Tenor ; to wturJi there is immediately a response 
in the Contralto with the same Count^-aubje'jt in 
the Basa. Then follows an Episode of fourteen 
meoanres containing phrases imitating those of the 
previous Episode, (hica more softly and otons n. 
Hi, sc. 2, about three quartenof the original Snfi- 
ject is dehvered by the Contralto, but befoco it is 
finished the Soprano takes up its cloaing phrases, 
and the Tenor re-echoes them. A short cadence 
concludes the piece. In singing music ef this kind 
it would be well for the Singer to mark in his Own 
port, all those passages or phnsea wliich contain the 
Subject, the fiesponse, or the Counter-snbjeut, and 

everyl£ing also except the Episodes in a yery soft 
and subdued manner. 

Eetilaliw is a sort of ortiGdal dedamaKon, in 
which the singer endeavonra to imitate the inJlM- 
tionB, accents, and emphasis of natural speeoh. It 
differs frem the reoitation of a chant, chiefly in 
changing ita key frequently, more frequently indeed 
than is common even in tho wildest and most im- 
passioned speech that is unconnected with music. 
Instmmcnts (one or more) ore employed to (n- 
noimce, and sometimes sustain tho chords of each 
new key. The length of the nolea in a Bocitativo 
are intended by the composer only as approiima- 
tiona. The singer delivers them absolutoly accord- 
ing to his own fancy. He mahee them long Or short, 
qoiet or impassioned, just as ha thinica best. He 
must avoid the regular rhythm of an air. Ho must 
aimply express with energy and propriety, what- 
ever passion there is in the words. Recitatives 
servo to connect the different parts of an Opera, an 
Oratorio or a Cantata, by the narration of events 
or the suggestion of sentiments whieh carry on 
the story. 

jtn Optra is a play in which the actors mng in- 
stead of speaking their ports, and which is socom- 
panied throughout by a band. While develojnng- 
some exciting story, it gives opportunity for the 
introduction of a great variety of muscal tanoB, 
It might be supposed that this union of four arts, 
poetry, music, painting, and acting, to eidte livnlj- 
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interest and illnsion, would elevate all the arts thus 
employed. But it is not so, because the human 
mind cannot appreciate the highest excellence in a 
number of arts at the same time, and the arts of 
acting and singling sadly interfere with one another. 
Hence, neither the best poetry, the best painting, 
the best acting, nor (except in solo singing) the be^ 
music are to vi found in the Opera. For the best 
music we must look to 

The Oratorio, — ^This is a sacred opera, without 
scenery or acting, in which music enjoys its full 
and undisputed sovereignty. It develops some 
sacred story by means of recitatives, songs, duets, 
tiios, quartets, and single and double choruses. 
Choruses are more used, and solo voices, less than in 
the Ojpera. Tlie attempt to bring an ordinary 
Opera into this pure sphere of music by singling it 
without the action and the scenery, omy tends to 
shew how much oxciting Operas are dependent on 
sensuous effects for their popularity. 

Th4 Cantata, — ^This, if a sacred one, is a short 
Oratorio, — ^if on a secular theme a short Opera, 
commonly without scenery or action. 

Musie for equal voioes. — ^In England and in the 
United States most part singing is done by Mixed 
Voices — ^that is, by Male and Female voices together. 
This is best, botii socially aud musically; but it 
cannot always be attained. It is therefore desir- 
able that women in their work-shops and men in 
theirs should have music specially harmonized for 
them. Our Tonic Sol-fa composers are rapidly 
using their skill to supply this want. Mr. Gallawaj 
has done our youn^ men great service ; and his 
investigations and historical enquiries on the sub- 
ject have contributed much to the value of this 
work. 

Choral Contriyanoas. — ^As we have often had oc- 
casion to notice that some even of the great com- 
posers are quite cruel in their demands on the vocal 
compass, — ^it is equally fair for a Chorus-leader to bor- 
row a few voices from one part to assist another for 
a phrase or two. Thus me Tenors may aid the 
Contraltos when their part lies too low, and the 
Contraltos may assist the Tenors when their part 
is too high, and so on. 

The Besonanees. — ^If one takes a wide organ pipe 
or a wide brass instrument, which is of the same 
length as a narrow one, the pitch of the two will be 
the same, but that quality which arises from the 
resonance of air in the tube will be different. The 
toide resonator will give a pure but somewhat duU 
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and iombre tone. The narrow resonator will give a 
more marked and clear sound. So does the shape 
of tiie human mouth, in sin^g, affect the cha- 
racter of the sound. A/M//disteiidedmouth gives 
the Sombre Besonance, fit for wailing awe ana la- 
mentation. A narrowed mouth gives the Clear 
Besonanco, well suited to aid the expression of joy 
and exultation. A medium shape given to the 
mouth adapts it for quiet peaceful sox^^. Sing the 
following phrase, 1st to the words, <' Hark, the 
voice of Bachel weeping," 2nd to " See the con- 
quering hero coming," 3rd to *' Sweet and peaceful 
is our meeting." 

Id :8 If :r | r :f I n :d || 

It is important to cultivate the medium resonanco 
as a habit, from which to vary as the sentiment 
requires. Some persons alwaye use the sombro 
resonance, and utter every sentiment with the 
same dull face and tone. 

Ex. 209. — Say, with which Besonance each of 
the following songs should be sung, and give your 
reasons for the decision, — ^'^ Night around" p. 22, 
"Angel of hope" p. 48, and " Home" p. 74. 

Breathing Flaees. — In addition to the sugg^os- 
tions already made for tiie choice of breathing 
places, pp. 16 and 30, it shoiUd be noticed that the 
little st^j^ of the scale f m, t dS fe s, de r, ta 1, etc., 
is always most effectively delivered when the first 
tone glides into the second; we should therefore 
never take breath between two such tones. For a 
similar reason we diould not take breath between a 
dissonating tone and its resolution. It is absolutely 
neeeeeary to take breath before a crescendo or swell 
passage, or before any long holding-tone, or before a 
passage of quick tones — *% division," as it is called. 
Care must be taken always to do this rapidly and 
easily, so as to interfere as little as possible with 
the ^receding rules. 

" The mouth," says Dr. Mason, " should retain 
the position it had while performing the previous 
note, and by no means form itself into the shape 
necessaxy for the following note ; neither must the 
mouth be, at all, closed while taking breath." 
There should be no sobbing or catching noise in 
the inhalation. '^ Emission of breath," says Sabilla 
Novello, in her "Voice and Vocal Art," — " should 
be made as tardily as possible, and the student will 
do well to consider Breath more as a propellant 
power which sends forth sound by remaining behind 
itf than as the sound itself. .... The chest 
andthe muscles below it should be kept permanently 
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txpmJed. Freeh mpriliss of air will thm be nurt 
T^ily admitted, bIIiI snlnealiiantly nmain loitgtr 
than if the ir^Ii of the cheat sie Enffeisd to 

FoTtammto, or the tarring of Uie vaice from 
one tone to another, is made "tij a rapid and con- 
nected glide, OP Tnoio properly by a dbr, nee ji. 96. 
The Toica passe* thtoi^;^ all the tones of the inter- 
Tal, hnt *ith a rtlatation, in the emisaion of 
breath. This, in aolo dnging, and after a long and 
careful practice, may be mode a very beantifal 
ornament; bat the lazy imitations of it common 
■among chems singers, are discordant and disagree- 
able to all except the lelf-Batiefied Bioger. It will 
be OMfoJ, lunreVsr, to the chorus aing^ in cases in 
whicb the mnaical ptini«ing differs from the verbal. 
By K careful Porauneoto the musical connectitm 
may be retained while the verbal distinction ia 
made. There can however be no breathing place 
in a Portamento. 

Toiea Trailing. -~-It i« only to a small extent 
that voice tntining can be carried out in claat, — 
but the experience gained in a well trained class 
will enconrage many pimili to lo^ additional 
pisctiaa under the wi^ohfol can of a mastec. The 
diffionHy of voioe exerciaeBin a mixed claaa arises 
fiomthu, — that each of the Seven "FBrts" (See 
p. 106) Foqiiires to cultivate a different compass, 
and that voioaa singing the same exermsos, an 
octave apart, must use different registers at the 
aame time. It would therefore be neccasarv, (if 
breaks and registers are to be watched) to divide 
the cIbh into Seven or at least Four paits, and the 
teat of the parts would have to sing "a second" 
tqftlf) while the teacher -was attending to the one 
which perfomicd the exorcise. Only where the 
pupils themselves are inUUigtat and obttmuit 
itudenit of their own voices can voice-training in 
«lass be profitable. ]ji ignorant and careless bands 
it may destroy voices hy forcing them up into nn- 
natoial tegiiitore. No teacher should attempt to 
carry pupila far in these stodie* who has not 
patiently examined and reporfed on every voice in 
the manner described at the last step. It is well 
for the tt^ont to know at once that the secret of 
aoecoas wUl not be in the particular form of his 
«iHrdies, or in the multitode of than, or in theii 
being written by this man or the other, — but in 
their being frequently QBod and ptnrfertly worked 
throujj^. G iiHtftvc Nauenburg, in his " Daily 8ing- 
■tndios for all Voices," «ays''Thcoolobratod8ingOT, 



FarineUi, was already re^ng the first frniti of bJi 
fame, when he viaifed OiS "iigiTig master PSstoeohi, 
to ask his unfettered jndgomBnt on his past per- 
pormances. Pistocchi said, 'Nature has lent yoaall 
the qualities of an artist in soog; with urupwriy 
OOndncted Veiet-formiHg StiuHei you would beoome 



to attain the highest point in his art, he begged 
that he mi^t pilisue his studies with the worthy 
maat«r. PistoCchi aoc^ted the aiuions schc^. 
The studies which Farmelli daily prartisod with 
persevering zeal, were all writttti m m tiHfb th—l. 
Id a year's time the master dismisaed his pupil with 
the character of an aeoanidiAed singtr. * What 
can the exercises on that sheet have bnrsi T has 
often been asked." Tina qnestkm Hear Naaen- 
burg answers by aa^rini; that doobtleas tlu^ were 
such as would daily, Is^ IkM &» voios ta Ae 
different chords. 2nd, BtrmfUtm it (seoming equal 
strength for all its tones), and 3rd, fftM it FItxihi-' 
Mif. To theae objecbi of Voice Tiainiikg IL Seller 
has taught us how to add Qmililf. Hrar Naoen- 
burg published an a tingit ikml a lew siinpls and 
tatity rtuKinbtrtd eierdaee with these ends hi view, 
and Hie eiercise»of this wwfc, seaking strmgth 
and flexibility, are chiefly oopied from his. 

ManiuT of ming yoiai exercieos in dass. The 
exercises used thus far have not had a tanse abore 
F2{ for males and onc<F][^ for females ; so uiat none 
of them except the Rcjiister Eieicisos themselves 
have passed over any difficult points of breakage 
in the registers. But the pupil has now learnt how 
to study his own voice more minntoly, and wishes 
to cultivato it to the fullest extent. He will see 
(p. 106) that the range of tones to ho enltivatod 
and the repstere and breaks to be studied differ 
with each kind of t<hco, and for each new key he 
will have to "Sol-fa his breaks" (p. 110) afiah. 
If the pnpil stands in front of a la^ Trace Hod- 
ulator,* he cannot nuss teeing, while he siafs, t^e 
Begister he ia in and his ^ce of break; tnit it 
may be osefulto stato distinctly what are Uie keys 
through which each of th« following eiBrciseB 
should be worked by each different sort of voice, 
and what are the 8oI-fa notes juat bdow ^h 
break in each key. Although the use of » Yoiw 
Hodnlator rmderi all IhiM loBunnaiy, it will serve 
to show what minute care is reqnirad even when 
we make the imperfect division la voioes into onb' 
four " parts." Notice tiiat thelowet voices in •^'4^ 
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" Voice Modulator," price la. 
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part will have to be excused the highest tones, and 
the higher voices mnst not be forced to the lowest 
tones. It may also be noticed that each of these 
exercises can be made into " flying exercises," — 
passing npwards or downwards through all the 
parts. For an upward flight, it is started low in 
the Bass, caught up by the Tenors the instant the 
Basses hAve finished, taking i for d, andsung in the 
new key, — caught up again by the Contraltos in 
the new dominant, — and once again, in the. same 
way, flung to the top of the scale by the Sopranos. 
For a downward flight the exercise will be started 
by the Sopranos, and caught up by each lower part 
in the iSw^dominant key. 

ExERasEs WITH Banob op a Tenth (Ex. 
301 to 303), have to be thus worked. 

BasBCi, Keys from F-two (F^ to C-one rC|). In 
F2 f I is the tone below the break ; in G2 rl ; in A2 
dr ; in B2 t ; in C| 1. 

Tenors, Keys from C-one (CO to G--one (G-|). 
In C| 1 ; in Bi I ; in E| f and ri are tones below 
breaks ; in F| i and d' ; in Gi r and t. 

Contraltos, Keys &om E-one ' (E|) to B|7-one 
(B|7|). In E| I and rl ; in F| 1 and di ; in Gf f and 
t ; in A| r and 1 ; in B|7| r, 1 and r'. 

Sopranos, Keys from B| to "£% In Bid, 1 and 
rl ; in C d, f and dl ; in D m, t and m' ; in E r, 1 and 
rl ; in F d, I and dl ; inf^ d, 1 and dl. 

Exercises with Range of an Octave (Ex. 
304 to 307), may be worked each in two higher 
keys, as well as those given, above. 

Basses, Keys from F2 to E|. In I)| s ; in E| f. 

Tenors, Keys from C| to B|. In A| d and 1 ; in 
B| s. 

Contraltos, Keys from E| to D. In C d, f and dl ; 
in D m and t. 

Sopranos. Keys from B| to Bj?. In G f and t ; 
in A m and 1 ; in B|7 r and s. 

Exercises with Downward Range may be 
worked thus : 

Basses, Ex.308. Range a ^^M. Keys C down 
to A|7| ; Ex: 809 down to F| ; and Ex. 310 from C 
down to D^. No break. 



Tenon, Ex.308. Rangeaf^M. Keys G down 
to Eb ; Ex. 309 down to B. ; no break; and Ex. 
310 from G down to A^f. In D m*. 

Contraltos, Ex. 308. Range a tenth. Keys B b 
down to G. In B|7 S| and Ti; in A Iiand r| ; in G 
ti and ft; Ex. 309, down to E|7. InFdandSj;in 
E|7 1 ; Ex. 310, from B|7 down to 0. InFS|;mE 
f|; inDm,f|. 

Sopranos, Ex. 308. Range a tenth. Keys G 
down to E. In G t|,.f| ; in F d and S| ; in E t| ; 
Ex.309, down to 0. InDl;inCd; andEz.310, 
from Fl down to G. In F dl, s ; in D m', m ; in G 
dl, f ; in B s ; in A ml ; in G f|. 

Agility of Voice. — ^Ease and flexibility of the 
voice are commonly regarded as natural gifts, bat 
Madame Seiler has £own that they are leaUy 
dependent on the formation of certain habits in 
the action of the vocal organs. In all groups of 
tones rapidly succeeding each other, the vocal 
membranes have to be set vibrating in short, quick 
impulses, and after each impulse ^ere is a natewBd 
recoil like that of a gpon after the dischar^. The 
breath retroating eiqiaiids the windpipe, and 
thereby draws down the larynx. These momentary 
motions can plainly be seen outside the throat, so 
that the voice-trainer can watch and see whether 
his pupil is forming the habit on which is built 
ag^ty of voice. This will suggest the reason why 
it is important that all exercisefl in agility. should 
at first be practised slowly and piano — except in 
the case of we Italians generally, and of individuals 
in other nations, to whom the proper movements of 
the larynx have alreadj g^rown into a habit, and 
seem to be natural and insnnctiye. Madame Seiler 
recommends the employment of simple exercises, 
using at first koo, — See p. 14 and 33. Let each of 
the following exercises, therefore, be first sung to 
the syllable koo without slurs, softly and slowly, 
— second m(»e rapidly and more loudly, — ^third 
more so still, — ^fourth to the open and more beauti- 
ful vowel oa, on the word skao'laa, with slurs and 
expressLoa as marked : — 
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Strengtli of Voice. — ^The following three exercises 
are extremely difficult to perform well. They are 
intended to strengthen the volume of pure vocal 
klang — ^to increase the retaining power of the chest 
in holding a steady breath for about thirty seconds 
— and to cultivate the faculty of passing from 
Forte to Fiano and vice versa without losing pitch. 



The Teacher wiQ test the pitch of each exercise as 
it concludes. The pupil will bear in mind the 
remark on p. 33 that strength is obtained by some- 
what f orcerul exerdse, and by the careful use of the 
crescendo passage and the explosive tone, but 
always be it remembered, with as little breath as 
possible. 
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Ex. 807. XBT Bb to A. M. 72, 60 & 50. 
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Downward CnltivrntioB of Yoiee. — Nearly all the 
exercises in Toioe traming books are adapted for 
the extension of the voice upward bnt tiM lower 
tones equally require cultivatioii with regard to 
strength, if not to flexibility. Mr, Prmidman 



found fhe following exercise yexy useful in training 
OontraltOB and Basses for the JParis IVize Choir. 
To it are added two exercises from o^er teachers. 
These exercises have added to them, here, an ac- 
companying upper part to be sung piano. 
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The Shake or Trill is an ornament much culti- 
vated by the solo singer. When performed with 
great evenesa and accuracy it produces a very 
delightful effect upon the hearer. It consists in 
rapidly alternating theprincipal tone with the tone 
above it in the scale. When a shake is introduced 
in a dose, it is usual to commence it by accenting 
the principal tone. Thus if the cadence is r. r | d 
the singer would strike r m r m r m &c., accenting 
the r, and ending thus : — m r de r. When a Shake 
is introduced in the course of a song, for mere or- 
nament, it is usual to commence it by accenting the 
higher tone thus : — m r m r m r &c., accentii^ the 
m and closing thus : — m. r de m r. Mdme. ^iler 
says that the most beautiful trill is formed by 
practising triplets, thus : — ^m r m r m r, accenting 
first the higher and next the lower tone. She re- 
commends that the trill should be practised at first 
always piano, to the syllable koo on each tone, and 
afterwards with other syllables slurred. Hie 
mouth, she says, must continue immovably open 
and the tongue must lie perfectly still. The 
triU must be sung very slowly at first ; afterwards 
quicker and quicker. But it is no trill directly the 
two tones lose their distinctness. 

The Swell, that is the practice of a lengthened 
Crescendo and Diminuendo on each tone of the scale, 
was at one time much practised by voice trainers, 
but it has been found injurious to many voices. 
Garcia speaks of it as a last acquirraient. Mdme. 
Seiler condemns it in the early steps and even 
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OruTelli has abandoned it in the first part of his 
course. It is exceedingly difficult to perform this 
exercise with perfect evenness, that is without 
giving a jagged shake to the tone ; and it is espe- 
cially dimcult to make the diminuendo as good as 
the cresemdo. It was common, in a swell on the 
optional tones, to allow the singer to change 
register, so as to get the middle psurt of the swell 
on the lower and stronger of the two reg^ters; 
this also required much art. Those however who 
wish to attam that magic power — a perfect control 
of the voice on every tone, in all its gradations of 
force, are commended to careful daily practice and 
a voice trainer. 

The Appoggiatnra (appod-jyatocra) is a grace note 
placedbeforeapruicipalnote,andoccupylngtheplace 
mimediately above or below it. The long Appoggia- 
tura occupies half the time properly belonging to the 
note before which it is placed, wmch time it takes 
from that note. Thus Haydn writes, :m | f : — :« 
I m : — II . But by means of appoggiaturas he 
directs us to sing thus, :m | f : — :1.8 | f :m ||. In 
the Tonic Sol-fa Notation there is no sign for the 
long Appoggiatura, it being thought much better 
to write the notes in the time in which they are to 
be sung. The short Appoggiatura can scarcely bo 
said to take any time from the note before which it 
is placed. It only gives a kind of " fillip " to the 
accent. It is expressed in the Sol-fa Notation by 
a note like a bridge note of transition, distinguished 
from that however, by being in italic type, thus »'d. 
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The Turn. — ^The direct Turn which is most com- 
mon, consists of a triplet of notes beginning with 
that above the principial tone. Thus | f : f ( m : — 
with a direct Turn on the second t would be sung 

8 
thus, 1 f :sfm.f |m : — ||. As the writing 
of this Turn would spread out the music too much 
it is better to employ the sign of the common nota- 
tion, thus /^. The inverted Turn consists of a 
triplet of notes beginning below the principal note. 
Thus I d : d with an inverted Turn of the second 

8 
note would be J d etidr.d ||. The sign 

for this is >. When either tne first or last note of 
the triplet has to be sharpened, this will be expressed 
\>y writing, in small size, the altered note under or 

over the /^. Thus re would be sung | zemre.m |]. 

m 
Both these Turns when used in a cadence may some- 
times be allowed to delay the time, but not when 
they occur in the course of a piece. The^ should 
be delivered with subdued voice, but with great 
clearness. The direct turn gives spirit to the ex- 
2)res8ion, the inverted turn gives tenderness. 
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The natural voice," says Kauenburg, " is 
merely the raw material, which has to be elaborated 
into an instrument of art. Even in the most 
favourable organization, if the voice be unculti- 
vated, there will be found side by side with healthy 
and powerful tones, others that are sickly, feeble, 
shrill, in short, unavailable for the purposes of art, 
until they are trained and beautified, indeed, the 
greatest irregularities come to light in voices in 
which the natural development of the organ has 
already been disturbed by unregulated singing and 
various physical influences. High tones, wrested 



from nature, will by-and-bye rob the lower tones of 
that clear ring of true voice which we call Klang, 
and of fulnesi. So long as the body, and with it 
ttie vocal organs, are yet growing, the voice will 
doubtless stand a good deal of mismanagement ; 
but it is sure to collapse when the physical strength 
can no longer withstand unnatural treatment. 
The forced tones below as well as above, often lose 
their fulness and energy, nay, there occasionally 
happens quite a new break of the voice. Such 
rc^ts plainlv prove that those tones were forced, 
and not founded in the nature of the organ." 

Voice exercises should be repeated every year, and 
at the opening of every season of singing practice 
meetings. Every one should seek to have a eulti' 
vated voice. The cultivated voice is known from 
another by its first sound. There is no mi s takin g 
the master of hit inttrttment. 

Finally, let us remember two things. First, 
that even music must be enjoyed " soberly," and 
the more steadily and soberly it is pursued the more 
fresh will be our desire for its pleasures and the 
more keen the enjoyment they bring. And last, 
that all this vocal ciUture only puts into our hands 
a delicate but e£fective instrument. See, reader, 
that you use it nobly. Exercise vourself to win a 
humble, true, and joyous soul, and let your heart be 
heard singin^inyour voice. Use that voice forsocial 
recreation — ^innocent and elevating. But use it 
most rejoicingly for ** the service of song in the 
house of the Lord." If the singing at your place 
of worship does not satisfy you, try to improve it ; 
but first of aU show that you mean cheerfully to 
fulfil i/our own personal duty of vocal praise, who- 
ever leads the singing, whatever tunes are naedt 
and howsoever the organ is playcd« 
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QUESTIONS FOR WRITTEN AND ORAL EXAMINATION. 



DOCTKINE. 



1. What is meant by tranBiti<m of 
two removes ? In goingr to the second 
sharp key, what tones of the old key 
are blotted out, and what tones of the 
new key are introduced? How does 
this move the key tone ! In goinff to 
the second flat key, what tones of the 
old key are blotted out and what of the 
new introduced ? How does this move 
the keytone ! p. 117. 

2. What emotion does the second 
sharp remove express ? — ^what the second 
flat f For what purpose is a wineipal 
second remove chiefly used ? How is a 
subordinate second remove commonly 
employed ? 

3. What are the three points to be 
observed in hoping pupils to master 
Transitions? What are the pconts 
which make some transitions easier 
than others ? What points make them 
more difficult ? 

4. In transition of three flat removes 
\diat Modulation g;enerally takes place ? 
What Modulation usuallyaooomi>anies 
three sharp removes? What physical 
changes may, or may not be maae in a 
transition of three removes ? What is 
the common mental effect of three flat 
removes ? — of three sharp removes ? 

5. What are the general principles 
which should g^de us in fixing the 
speed of movement and the degrees of 
Force in singing ? Which should be 
more studied— the actual words or the 
mood of mind in which they are uttered ? 
Give an illustration. What is the ex- 
ercise, in connection with this subject, 
which is of chief value ? p. 130. 

6 What kinds of passages should 
be sun^r loudly and qmckly f Menti<m 
four lands wiui illusteations to each. 

7. What kind of passages shoidd be 
sung loudly and slowly ? 

8. What kinds of passu^es should 
be sung softly and slowly? Mention 
five kinds with illustrations to each. 

9. What kinds of passages should 
be sun^ softly and quickly? Menticm. 
three kmds with illustrations to each. 

10. What kind of passages should 
be sung with a gradual cnange from 
loud to soft? Give illu8trati<MDS from 
memory. 

11. What is the mental effect of a 
sudden change from loud to soft on 
single tones ? Give illustrations. 

12. What kind of passages should 
be sung with a gradual change from. 
soft to loud ? Give illustrations. 
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13. What is the mental effect of a 
change from soft to loud on a single 
tone? GUve illustrations. 

14. What kind of Phrasing is more 
important than the proper division and 
marking out of the parts of a melody ? 
What habit should the singer form in 
order to peroeiye quickly the proper 
phrasing of words ? Whenmusioal and 
I)oetical phrasing do not agree, which 
of the two shomd yield ? In Chorus 
singing, what is important in reference 
to phrasing ? p. 186. 

15. How often should the use of the 
articulation exercises of this step be re- 
vived? In what dicumstances will a 
mastery of the consonants rend^ sing- 
ing intelligible without much study of 
the vowels? In what kind of singing 
is a study of the vowels absolutdy 
necessary for deamess and beauty ? In 
what elements of speech do the local 
differences and vulgarisms chiefly shew 
themselves ? In what respects do the 
vowels commonly called short, in Eng- 
lish, differ from the long voweLs ? 
What is the new art of vowel utterance 
which the singer has to learn but which 
the speaker does not require ? p. 136. 

16. If the cavities of the throat and 
mouth are held op^ steadily in any one 
flxed form while voice is produced, what 
element of speech will result? How 
many vowels are possible ? Name the 
six principal vow^ going upward in 
the order of natural pitdi I 

17. Ixk. what manner in speaking do 
we name the vowel sounds ? What 
vowel forms the centre of the vowel 
scale ? In proceeding upwards -what 
change takes place with the middle of the 
tongue? Li proceeding downwards how 
do we lii>s change their position ? For 
which vowels is the back of the tongue 
highest and for which vowels is the 
tongue altogether lowest ? GKve the let- 
ter names (not the sounds) of the three 
principal descending vowels,— of the 
two principal less sonorous ascending 
vowe^— of the four ascending vowels 
that are commonly short in i^>eech, — 
of the three more obscure descending 
vowels. 

18. Mention three words in which aa 
occurs, without being so spelt. How is 
this sound formed ? Give the position of 
the lips, teeth and tongue. How is the 
deeper, thicker, ah formed? What 
defects in pronouncing this vowel are 
common in your neighbourhood ? 



19. Mention three words in which sh 
occurs without being so spelt. What is 
the position of the tongue and lii>s in 
forming this sound? ¥ruat difficmtieB 
are found in sustaining avL\ In what 
pitch of what voice is there a tendency 
to change this vowel? What wrongr 
pronuiuaiation of this vowel are you 
familiar with ? p. 138. 

20. Mention three words in which the 
sound oa occurs, without being so spelt. 
What are the i>ositions of the tongue, 
Ups and teeth in f orxning tins vowel f 
What are the tendencies of this vowel 
in the lower pitches and in the higher 
pitches ? What faults in sounding this 
vowel are you practically acquainted 
with? 

21. Mention three words in which oo 
occurs, though not so spelt. What is 
the position of the tongue, lips and 
teeth in producing this vowd? In 
which voice, and in what pitch of it 
has this vowel a tendency to chan^ T 
Name any defects in sounding oo with 
which you are familiar. 

22. Mention three words in which 
the sound ai occurs, but not so spelt. 
What is the position of the Ups, teeth 
and tongue for this vowel ? In which 
voice and at what piteh has it a tend- 
ency to change ? How is this vowel 
commonly mispronounced ? 

23. Mention three words [in which 
the sound m oocurs, though not so spelt. 
What is the position of &e tongue and 
teeth in producing M ? In which voice 
and at what part of its pitch is this 
vowdl likdy to alter ? 

24. Mention three words in which 
the sound u occurs, though not so spelt. 
What is the position of tongue, Ups 
and teeth in holding this vowel? Ixl 
what voice and at what part of its pitch 
is this vowel most likely to dumge? 
What defective pronimaation of it do 
yon know ? p. 139. 

25. Mention two words in which the 
sound a occurs, though not so spelt. 
What is the position of the tongue, 
teeth and lips for this vowel ? What 
is the natural chaiige of a at hi^h 
pitches? What defective pronuncia- 
tions of this vowel are you personally 
acquainted with ? 

26. Mention three words in which 
the sound t occurs, though not so spelt. 
What is the difference between the i>o- 
sitions of the organs in ax and in « ? 
What is t likdy to change into at high 
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in whicheiai " j-a:__. 



■ inatead ot ee witli the mj 



which " the " before 



d, and aingasnaadlnetad. 

106, SingthfidiphthanErrfinEx. 113 
*g directed, 

lOT. Sing tlio diphthong ou in Ex. 09 

10&. Biajt the dif^Uiaig aoundod « 
in Bt. Co, :^ Its, T. S, m. t, dwelling 
on tteseooiid dement. 

IM. Withont refaning to Bt Co. 
wtite an analyoia of "Thou ahaltahaw 

110. Wriie an biisItbh ot the fngal 
imitdadona in " Hallelujah Amen," 

Jli. ^^ite a fngal analysis of the 
flnt morement in Theme aublime," 
Add. Bxji. m. 

Hi. Write a fugal analysis ot the 
second HfldtJutdmoTemenCa of "Theme 
aublime J" Add, Ei. p. 87. 

lis. Write a fngaJ anaJym Qt "How 



INDEX TO STANDARD COURSE EXERCISES. 



KO. PA««. 

78 A hale old man 22 

99 All the springing flowers 31 
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114 Amen. Maimer 89 

178 And I heard 82 

119 Artthoapoor 41 

193 Aasyxian came down, The 91 

123 Behold how good 47 

116 Bird of the wilderness 89 

140 Blest be the hour 66 

191 Christian's parting word, The 90 
256 Ckxme Fays and Fairies 128 

80 Come gentle May 23 

137 Courage 64 

173 Cuckoo, The 72 

79 Daisy, The 23 

137 Dangers do not dare me 64 

193 Destruction of Sennacherib,The 91 
101 Doh, ray, me 82 

192 Drive duU care away 91 

188 Farewell, my own native land.. 88 

194 Far, far from home 92 

78 Farmer John 22 

196 Forgive thine enemy 93 

70 Fret not thyself 17 

233 Give unto rae Ill 

103 Glad hearts and free 82 

68 Gone KB the hour of Bong 17 



KO. PAOK. 

247 Goodnight 121 

143 Great KB the Lord 67 

171 Hallelujah. Maimer 71 

117 Hallelujah. Maimer 40 

141 Hallelujah. Xaiorp 66 

118 Hallelujah, Amen. Maimer... 40 

173 Hark ! 'tis the cuckoo's voice... 72 

177 He is despised 82 

125 Ho, every one that thirsteth ... 47 

246 Holy, Holy 120 

170 Hosannah 71 

145 Hove my love 68 

116 Bisweet music 40 

194 Jewish Captives, The 92 

96 Labour's strong and merry 81 

191 Let me go » 

79 Little flower with starry brow . 28 

186 Lo t my Shepherd's hand 64 

124 The Lord bless thee 47 

179 Lord have mercy upon us 83 

138 Lord, while for all 62 

286 Love thy neighbour 112 

100 Lullaby 81 

861 Lullaby, The 124 

174 Ifaytime, The 73 

67 Morning bells 17 

252 Musicoi the Spheres 125 

248 Night song 122 



KO. PAGE* 

126 Now imto him that is able 47 

144 O'er the dark wave of GallOee 58 

111 Oh I give thanks 37 

246 Oh I I'm the boy 119 

139 O Uttle child Ue stiU 55 

248 On the woods 122 

136 O Saviour, go beside us 64 

189 Our life Ksevra: 89 

251 Feaoeful slumbering 124 

112 Peace, lovely peace 37 

184 Praise to God 68 

284 Praise to our Gtod 112 

113 Praise ye the Lord 88 

66 Scotland 's burning 16 

176 The sea for me 75 

66 Sing it over 16 

116 Skylark. The 89 

263 Sound the loud timbrel 126 

69 Sow in the mom thy seed 17 

262 Stars are given us 125 

190 Summer is gone 89 

97 Sun of my soul 30 

120 Tell me where the Fairies dwell 41 
142 Through the day 67 

264 True love 127 

146 Whatisthemeaningof theSong? 66 

77 When lands are gone 22 

120 Where do the Fairies dwell T . . . 41 

102 Who comes laughing 32 



INDEX TO ADDITIONAL EXERCISES. 



PART. 

Angel of Hope II 

At first the mountain II 

Awake .SiOlian Lyre II 

Away to the forest II 

Bon accord I 

Come Freedom's sons I 

Come let us all I 

Cuckoo, The I 

Father, my spirit owns II 

Fortune hunter, The I 

Gipsy's tent. The n 

God speed the right I 

Going home I 

Hallelujah, Amen I 

Harvesthome II 

JSTear me wheal &ii^ I 



PAOK 

48 
58 
62 
42 

11 



13 

24 

9 

84 

4 

86 
1 
2 

26 
39 
17 



PABT. 

Home, O whereisthy m 

Hope will banish sorrow I 

How beautiful the sunshine ... I 
Howlovely are the messengers II 

HI had but two little wings... H 

Jackson's evening hymn I 

Lord in this thy mercy's day... II 
Loud the stormwind Ill 

May time. The I 

Mcnning^rayer m 

My lady IS as fair as fine I 

Nearer, my God, to thee n 

Night arotmd I 

O Saviour of the world Ill 

the joy of Spring n 



PAOK. 

74 
12 
12 
68 



45 

2 

83 
93 

6 
79 
21 

84 
22 

85 
67 



PABT. PAOB 

Quail call, The I 14 

Bise my soul, adore thy Maker H 33 

Saviour breathe IH 91 

Shepherd's lament. The in 88 

Sprmg, The n 60 

Springlife I 3 

Stout limb4d oak. The in 77 

Sunshine after rain n 44 

Swiftly from the mountain's ... I 29 

Theme sublime m 66 

Thou shalt show me I 7 

Time for joy, The I 15 

Waits, The I 8 

Weflybyinight I so 

Where the gay dreams m 66 

Woods, The in 71 

Ye spotted snakes in 81 



ADDITIONAL EXERCISES, PART I. 



Words by 
W, H, Hickaon, By permission. 
M. 66. 

d» 
heav'n 

Id- 
pray 

Id' 



GOD SPEED THE BIGHT. 



SET D. 

8 : 8 

l.Now to 

8 : 8 

2.Be that 

8 : 8 

3.Fa - tient, firm, 

8 : 8 Id' 



Music from the 
German. 



- .8 
our 

- .8 

a- 

- .8 

and 

4. Still their on - ward 



8 : 8 Id' 

In a no 

8 18 I d' 

Ne*er des - pair 

8 : 8 Id' 

Ne*er th'e - vent 

8 :8 Id' 

Ev - 'ry foe 



d< : t 11 

Be their zeal 



n : 8 

Like the 

d' :d> 

Fains, nor 

d :d 



good 

Id' 

toils 

Id 



- .8 

ble 

- .8 

ing, 

- .8 

nor 

- .8 

at 



8 

in 

n 

and 

d' 

nor 

d 



Truth ! thy cause, what - 



d' 
God 

d 

God 

8 

God 

n 

God 



— Irl 



r 

speed 
speed 



-.r' 

the 

- .8 

the 

-.t 

the 

- .r 

the 



n : n 

pray*rs as 

n : n 

gain re 

n :n 

per - se ■ 

n : n 

course pur - 



n 

cause 



n 

con 



n : n 
though de 

n : n 

dan - ger 

n : n 

Icng^ sub 



1 :8 

heay*n re 

f :rs 

rt in 
:d> 

tri - als 

d :d 

e'er de 



n' : 

right! 

8 : 

right! 

d' : 

right! 

d : 

right ! 



ft : n 

cend - ing, 

8 : n 

peat - edy 
8 : n 

ver - ing, 

8 : n 

su - ing, 



8 :n 

tend • ing, 

8 : n 

feat - ed, 

8 : n 

fear - ing, 

8 : n 

du - ing. 



f :n 

cord - ed, 

r : d 

sto - ry 

8 : 8 

heed - ing, 

d :d 

lay it, 



n 

God 

d 

God 

8 

God 

d 

God 



n 

God 

d 

God 

8 

God 

d 

God 



ti 
If 

8 

And 



There s no 



8 

God 

8 

God 

8 

God 

8 

God 



'iced 

speed 

speed 
speed 



.r 

the 

.t, 
the 

.8 

the 

.8| 
the 



.r 

the 

.t, 
the 

.8 

the 

.8| 
the 



n 

sue - 

d 

they 

8 

in 



f : 


r 


cess 


on 


Ir ! 


t. 


&il. 


they 


Is 


: 8 


heav'n's own 


Is, .; 


18, 


powr 


on 


Is : 


- .8 


speed 


the 


Is 


- .8 


speed 


the 


Is 


: -.8 


speed 


the 


Is 


: - .8 


speed 


the 



n : — 

right ! 

d :- 

right! 

8 ; — 

right! 

d :- 

right ! 



n : — 

right! 

d :- 

right ! 

8 : — 

right! 

d : — 

right ! 



s :f 

earth re 

n 

faU 

8 

time sue 

8| 
can 



: r 

with 



: 8 



8| : 

earth 



d : 

right ! 

d :• 

right! 

d : 

right ! 

d : 

right ! 



n : r 

ward-cd, 

d :t| 

glo - ry, 

8 : 8 

ceed - ing, 

8 :f 

stay it, 



LoKDON : Tonic Sol-pa Aobnct, 8, Warwick Lane, E.O. In three parts, 4d. each. 



ADDITIONAL EXERCISES. — PART I. 



KEY F. M. 88. 



GQING HOKE. 



:d 
l.How 

: 8r 
2.He 

: n 

3.Bc 

:d 

f .,% :r\ .,f 



harm - ful 

r :d 



rav 


- mg 


8 

time 


: 8 

shaU 



t, :d 
d'.t : 1 ,8 



kill, 

n .8 



"Were 

f .n 



warms His 
8 



wide, 

d 



- .d 

An 

- .d 



n 

many 

d 

bears 

S 
God 

d 



snare 

ti 

wild, 

8 

come, 

8| 

1 .8 

God 

f .n 

lit - 
d 

ev - 

d 



8 

a 

r 

us. 


d' 

pang, 

d 

as 


:- .f n 

How many 

;- .d Id 

in win • 


r 

our 
t, 


n 

guide, 
ll 


:- .f Is 

whatever 
:- .1| |8| 



^^^ 


8 

For 


— 


8 


f .n 


n 


not 

r .d 


with 

d 


tie 

d 


dar 
8 


er - 

d 


last 
8| 



8 

Might 

t| 

A 



I t .1 
sore - 

| r .d 

£uth - 

is 

us 

Is 
r 

us 

It. 

ling 

|s 



r 

an 

t. 

try 

8 

be - 

f| 
1 .8 

d .it 

ful 

8 

pro - 

8 



- .f 



KEY E!>. M. 72. 

n : — : n 

l.Fa - ther, 

d :— :d 

2.Thi8 day's 



IDg 

Is, 



JACKSON'S EVENING 



8 



: — : 8 



S.From en - 

d :- :d 

4. Whilst the 



f : 


in 


r : 


sins, 


8 


tice 


ti : 


night 



: n 


n : r 


high 

:d 


hea 



: 8 


par 

1 : — 


ments 

:d 


of 


dews 


are 



vcn 

ll 

don, 
f 

the 

f| 

dis- 



t, :d 

dwell-ing, 
8| : 8| 
Sa - viour, 

f : n 

De - vil. 

8( : d 

till - ing. 



S 
ill, 

d 

storms, 

8 

tide, 

ni 

8 

plague 
t( 

ten - 

8 

Tide 

8 

d 

there. 

d 

child. 

n 

Home. 

d ;- I 



— : n 



n 

a 
d 



.d |r 

How many 

•d It, 

When winds are 

.8 Is 
And when 

|S| 



- .n, 
1 .t 

and 

d .r 

der 

8 
in 

8 .f 



8 :f 



n 

be 



song 

8| : — : 8| 

verse be - 

t : - : d' 

spi - rits 

r : — : d 

heart be 

St. Co, (NewJ 



n : r 

tell - ing 
8( 



ha - 

d' : 

e - 
81 



8i 
viour, 

t 
vil,- 

Si 



fill - ing, 



d' :f 


Of 


f :- 


En 


d« :- 


Be 


1 :- 


With 



:1 


8 : d 


thy 


mer 


:d 


d :- 


▼y. 


pride, 


:d' 


8 : — 


our 


shield 


:f 


n : — 


thine 


own 




Id' 

bruise. 

I d ,n 

fa - 

Is 

man 

In 



- I 

- I 



8 

our 

d 

- .t 

and 
S .f 

ther 

- .8 

sionsi 

- .r 



W. JacJc8on. 



our 

:d 

vU 

: 8 

the 

:d 



r 

and 



- :t, 



1 - 



se - 



:f 

o 

: 8i 

« 

1 



r : — 

eve 

t( :- 

thoughts, 
8 

might 
f 

Ghost, 

d 

free. 

d 

ty; 

n 

ply; 

d 

ty; 



n 

ning 

d 

per 
8 



of \ 



eacli,' 



ADDITIOITAL EXXBOISBS.— PABT I. 



P 



: — : r 



Through the 

t| : — : t, 

From the 

8 

Let 
8, ; 

Soft 



: — : 8 



thy 



— :8| 

- ly 



n : — 

day 

d :- 

world, 

8 : — 

pow'r 

d : — 

will 



8 


1 :s 


thy 

d 


love 

d :- 


the 

d< 


flesh, 

d' :- 


this 

n 


night 

f :n 


the 


eyes 



:n 


8 :f 


hath 

:d . 


fed 

r : — 


do - 


liv 


: 8 


8 : — 


do . 

:d 


fend 

t, :- 


bo 


clos 



: n 

us, 

:d 

cr, 

— : 8 

us, 

:d 

ing, 



r :— :f 

Through the 

d ; t| : r 

Save us 

8 : — : 8 

And a 

8| : — : S| 

While on 



n : — 

day 

r |d 

now, 

8 : — 

heav*n 

d :- 

thee 



thy 

:d 

and 

: 8 

- ly 
:n 

the 




:d' 

hath 



— :n 



ns 

d> 



at - 

d 

re • 



led 
f 

ev 

di 

tend 
f 

pos 



1 :8 



us, 

— :d 

er 

— :d' 

us, 

— : n 

- ing, 



f 

With 
tj 


8 

And 
r 

Ev 



• n 


n : r 


:f 

ost 

: r 


di - 

:d 


vin 


thon 

: 8 


Lamb 
8 :f 


of 

:1 

ic 

:r, 


an - 

:d 


gel 

f( :- 


or 


bless - 


ed 



n 

cha 

d 

Cal 
8 

com 

8| 

Trin 



; r 


d 


: — 


: — 


• 

n - 


ty. 






:t, 


d 


J — 


I — 


va - 

:f 


ry! 
PI 


; — 


. ._ 


pa - 

; 8, 


d^- 


JW 


• ... 


1 - 


ty. 







SPRING LIFE. 

(Words translated from £. M. ABin>T, by J. S. Stalltbsass.) 

KBT D. M. 144. 

n.8:f.l|8 :— n.8:f.ll8 :n d' 



l.Hur 
I. Hur- 

: 8 

f3.Hur 

8 

i4.Hur 



• 8 

-rah! Hur 

: 8 

rah! Hur - 

d' :8 

-rah! Hur 

n : 8 

-rah! Hur 



f .8 : f .n | r 

ti - ny leaves, 

r .n ; r.d |tr 

hill and dale, 

: I 

days are long, 

: I 

lag be - hind, 
8t, Co, fNew,J 



d' 

rah! 

n 

nh! 
8 

rah! 

d 

rah! 



flow - ret £ur, 

d.n : r^ I n : — 

Brook -let dear. 



Bird - ie dear, 

: I : 

Heart of Man, 



8 :-.t|t 

Clam - berup 

8 :-,r|r 

Bid - ding all 



MoVrsare nod 

: I 

When, all else 



my 

ti 

my 

ding 

are 



PK8:f.l|8 :pi 

Bloom andbo fragrant ; 

d.n:r.f|n :d 



Mur-nmr, thon^itaaggter ; 

: ; I : 

Warble, thou songster; 

I : 

Leap up and worship ; 



Put 
1 . 



Gti'sbach, 

t II :s 

fotUiaU tky 

• If :n 



Slant • iog down tliro* 

: I : 

Woods are leaf-y, 

: I : 

What, thou would'st not 



t.d': t .1|8 



cot - tage eaveSy 

r .n:r .d|t| 



loved ones hail, 

: I 

to thy song, 

: I 

glad <^ mind? 



t : - .d'l r» : d' 

Clam - berup my 

8 :-.n|f :n 

Bid • ding all my 



FloVrsare nod • ding 
8 : 8 |8 : 8 

Whenall elso are 



Af4HftOffJU:, 



; I 












iiJU 

$ 

A " 



nib: 
4 

n 

n 

4 

pert, 






- I 



f 
A 



f 



nil! 

rah! 

f 



G 

Ir 



-.r^* : — 



4 

wax 
f 

t| 

nunr 

f 

wtr 

my 



— f 



- Ifi 



Prtise and 

1- 

« 

I- 
I- 



IV ! 



n : — 



ri- 

piaj! 

n : — 



4 : — 



t 
4 : 

heart! 






\(ii |ii (li 

III |i| 111 

Kr With uU • iur 

III |ii (li 

1, I'll tfivu up, 

III |i| ill 
ipiu4 



TBZ FO&TUirS 

(Wor<U iraiMliitad from Uuckbrt, hy J. B. 8taixtbbas6.) 



Oertbaeh. 



M. I 

iOr My 






iti 
it. 

IIIU ' 

iti 

grutin 
ttiid 



f ^ 






4 

U)14 
4 

iu)iia, 

4 J- 

thought, 

4 J - 

Knot 
tuought, 



\ 



« I- 

huia 
4 I" 

huyM, 
I I- 

tmught 
n I- 



in.nir i- 

Hur hAuutH 

I d.d 1 1| I - 

iVutnoLuok 



NhttwiUfMy 
ld.4|i) I- 



:4.d|r 

'Vhni luck 
!4.4|t( 

Wholana 

:n.n|s 

t$ttnt§ 

Itunning af 

: 4. 4 III 

Itll nil 

In the for 
By Hkill 

d :d : 



-.4 :r 

wMa 

-.Ii:ii 

• tions did 

-.1 : s 

• tor this 

-.l»:ti 

■ oit Wi 
and por 



:4 



In 



PI 



ro 

4 



vcr; 

:4 



: r 

I thought I'd 

:ti Id :d 

throng thorn, Hen, wo • men 

f : n : • 1 1 : i 

hub • ble ; Who knows that 

d : d : i| j d : d 

iha • dy, To build me 
sis • tonce, My house I 



f \ 

mako 

d 

and 

8 

wheni 

r 

a 

havcJ 



in.r 

tudlH 

I ti.ti 

wan a 

ii.f 

(brthe 

\ Ml 

WUhoutask • l»gmy 

Without^ yur*luut>*aai«iiia • lano^. 



>ouv - ur. 

d :d : 

•mong them ! 

n :n : 

trou • hie f 

4 :4 : 

l^a - dy. 



n 

La, 
f 

I^a, 

Id' 
Id 

I^a, 



a • 



^ • 



^ * 



_ * 



dU 

l», 

il 

K 

d' 

d 

1*. 



n 

1*> 
d* 

d 

la, 

1% 



!n.t|f 

la, la, 

: d.n|r 

la, la, 



. * 



s • 



Ilk, 

n 

la, 
la. 



It 
la. 

Is 

la. 



-.8:f 

la, la, 

- :ti 

la, 

- : s 

la, 

■I 

la. 
la. 



^ • 



J¥, n», AVwJ 



▲DDinOSrAL SXBROIfSS. — PABT I. 



5 



n :d : 


la, 

d :- : 


la, 

8 :- : 


la, 

d :- : 


la. 



d 


\sr 


:- :d' 


d'.t 


:1.8:f.n|r 


: - : • 


la, 


la, 
If 


la, 

:- :l.f 


la, 

n 


la, la, lu, 

:- :d It, 


la, 

:- :ti 


n 


la, 
11 


la, 

:- :f.l 


la, 

• 


la, la, 

:- :8 If 


la, 

:- :f 


la, 


la, 
1 


la, 

:d :d 


la, 

d 


la.- la, 

:- : III 


la, 
:- :8| 






la, la, 
la, la. 


la, 
la. 


la, 
la. 


la, 
la. 



la, 



d :-t|:d |r :d :r n :- 

gate - way, And wander*d a - broad, 

d :-.f|: Si |ti : li : fi ii :- 

near me. Whore was the shy elf; 

d :'.r ; n If : f : f • :- 

asVd thorn If For- tone was near ; 

d I'Aid |fi : 1| : t| d : - 

gate -way I ask*d,hadshe been? 
dwell • ingf And hero will I stay ; 



d 

la! 

d 

la! 

n 

la! 

d 

la! 
la! 



•i 
2.1 

•l 
4.1 

»i 



r |n : n : f 

Went this way and 

ti Id :d :d 

Bat none seem*d to 
f If : f : f 

Thoysaidshe liad 

fi Id :d : / 



f :-.f:n jr :n :r 

that way^And tried ev'ry 

d :-.t,:d |t| : ti : t( 

hear me. Each sought for him 

f :-.f:f If :f :f 

past thomFullma-ny a 

PI :-.r :d |f| : f| : fi 

wait we, To wel- come her 



It. :li 

loft my 

III :li 

ask'd of 

III :1, 

5.At one place I 

•i III :ii :tr 

'd.Atagreat ct • ty*s 
10. Here, Lock, is my 

D.S. 

d :- 

road. 

d :- 

self. 

n : - 



year. 

d :- 

in. 



They answered " here 

Como in, if you're wil - ling ; If not, keep a - way ! 



THE MAY-TIKE. 

Words translated from the German by J, S. Stallyruass. 
KEY G** M. 66, twice. 

PI : PLf : Ml f 

loYO-ly and iSoir, 

d : oji: r^ I n 

love-ly and fair. 



f 

The 
d 

The 

n 

The 

d 

The 



f : d' : PI I n : f : d 

May-time, the May-time, how 

d : - : - I - : n : d 



May 

n 






It 

time, 



time, how 

* ^ * 



May 

d :- :- Id 

May • time. 






I 



•l 
What 



d 

pas 



Ger$haeh. 

dji:rjf|n :d ; f .n 

time and plea -sure is 

: f I I f f : d : d 

What pleasure is 

:r In : f : f 

What pleasure is 

n : d : ti£| d : pi : d 

What] pas • time and plea-suro is 



( 



r : - : - | - 

there; 

ti :- :- I- 

s :- :- I- 

there ; 
f 
8t, Co. (New.) 






: f 

The 



- :n 



f :-.f:n |r : t| : 

night • in-gale sing - eth, 

PI :-.r:d |t| : f i : 



i 



: f 

The 

:n 



I 



: f |.f r 
Over, 



I : 



f :-,f:pi |r :t 

lark it up • sptingeth, 

n :-.r:d ft/ >ix : 



6 



ADDinOHAI. XZBBdSSS. — ^FABT I. 



d 

field 



and 

8|.8| 
Over 



d 

dale, 
d 

dale 

n 

dale. 

d 



d ;dji; ri 

oat their poor 

: :tf 

poor 

poor 

n : d : ti£ 

out their poor 



8^ 
vio 

n 



8 

red 



leUfior 

•r : d 



: -J :d 

Ut-tle 

: : 8i 

And 



n :-ji:n 

red Ut-tle pirn 

: :d |fc 

St. Co. (Nvw). 



n 

bin 

d 
bin 



n 

and 

d 

and 

8.8 

OTerl 

d^ 



dale, 

n 
dale, 

8 

hOl 

d : 



: - 


8 


8 


• . 


The 

d 


gates 

d : 




The 


earth 


: - 


n 

In 

d 


n : 


: - 


May 

d : 



d' 

of 



8 

and 

d 



n 

the 



8 



n :d 

pris'-ners 

8f :d 
pria'- ners 

n : 8 

pria'- ners 

d :n 



pris*- ncrs at 



:f ji 


r : - : 


at 

:d 

at 


last, 

ti :- : 

last, 


: 8 

at 

:d 


8 : - : 

last, 

8 : - : 


at 


last. 



r 

tl 



r 

pirn 

8 



\ 8|.8| 
And the 



tl 

nes, 



d 

pinks. 



r 


d : 


per- 


nels. 


t| 


d : 


per- 


nels. 


f 


n : 


per- 


nels. 


t| 


d : 


per- 


nels. 



d 

and 



8 

dale, 

d 



n 

earth 



8 

time 

d 



8 

, that 

n 

gates 



Over 



djT 

Over 



8 

field 



n 

field. 



- : d£ I n 

and hill 

:d.d|d 

Orerhin 

- :t.l|8 
Orerhin 

:n.f |8 



were 

d 

, so 



n ;n.8 : f .1|8 

lock*d np so fiut, 

d : d Ji ; r .f I n 

Ute-lv lock'd&st, 

: : I 



8 
As 

n 



8 
H 

n 



- .f : n I r : t| 

lies and ro - 

-jr:d |t| ; 



I 



«i 



n : -ji: n 

bunch - cs of 

d : - .d : d 

Bunch • es of 



8 

blue 

n 
blue 



8 8 

And! blue 

d d 



8 

In 

d 

In 

n 



r 

and; 
and. 

f \ 

and] 
8l / 



liCt 



t 
Lei 






Andl 

:n 



Id» :- :n^ 

bells. And the] 

|n :- 

bells, 

|8 :- :djr 

bellfl^ Andthe^ 

Id 



• ^ 



In 

d 



8 : 


d' 


:n 


May- 


time, 


»in 


d : 


- 


; — 


May 


- 




n 


— 


: 8 


May 


■ 




d : 


— 


; — 



In : 8 : d 

May-time, oh« 

I- :n : d 

time, oh. 

Is 

time, 






- Id 



ADDITIONAL SXBB0I8B8. — PABT I. 



n : n .8 : f .1 1 8 

waste not the hours, 

d : d J1 : r .f I PI 



I 



8| 
Go 






8 
Go 



d :dj*i:r.f|n :d :fj*i 

twine you Bwcet gar - lands of 

: : 8| 1 8( : d : d 

sweet gar - laads of 

: : r In : 8 : 8 

sweet gar - lands of 

n : d : t|.r | d : n : d 

twine you sweet gar - lands of 






r 

flow'rs ; 

t( :- 

flow'rs ; 

8 : - 

flow'rs; 

8. :- 

flow'rs ; 



- I 

- I 

- I 



8 
Oh! 

n 



8 

far 

n 



•f : n I r : t| 

on the mea • dows, 

J : d I ti : 8| 



I 



)l 




: 8 

And 

:n 


8 :-.f: 

deep in 

n : - .r : 



: 8| J| 
There is 



n I r : t| : 

the sba - dows 



d 1 1| : 8| 



ful 



.d : d I n 

ness of life 

: 8|.8|id 
There is life 



I 



.. • 



n 

and 

:d 

and 

: 8.8 

There is] 

:d.d 



8 : - 


:- Id' 


joy» 
n : - 

joy» 
8 : - 


:- 1- 
:- 1- 


jpy» 
d : - 


:- 1- 



- :n.f 

And there 



- :d.r 

And there 



8 : d 

reach-cth 



n :n 

reach-eth 



: d .r I n 



us 



no 

. Id 

And no 
; n i I 8 

us no 

'? J" 

And no 



: r 



an* 

ti 

an- 
f 

an- 

8| 
an- 



noy. 

d 

noy. 

n 

noy. 

d 
noy. 



I- 

I- 
I- 



• ,„ 



THOXJ SHALT SHOW ME. 



XST B. 


H. 96. Canon, four (voices) in two (subjects). 


^ 


S. Webbe, 




|8 : — 
Thou 


— :8 Id' : — 

shalt show 


— : t 1 d' : — 

mo the 
Thou 

: 1 : 


1 

path 


of 

d If :- 

sTfalt show 

; 1 : 








• 1 • 
: 1 : 




» 1 • 

: 1 : 


d' :- 

life 

f :n 


Id' :- 

in 

If :- 

the 


Thy 

r : — I— : 8 .f 

path of 


d'.,t : i'.j'\ d' : d' 


t 

ful 

r 

in 


!- |d> :d' 


pre - scnco is 

n :- 1- :- 

Hfo; 

: |8 : — 


ness of 

:- In :- 


me 


Thy 

:8 Id' :- 








ITiou 

: 1 : 




shalt show 

: • 1 : 


St, Co, 


fXewJ. 











8 



ADDITIONAL SXEROISES. — PART I. 



r' 
f 

pre 



t 

mc 



|d> 

And 

In 

scnce, 

Id' 
the 

d 

Thou 



d' 

at 



f 
Thy 



1 

path 



r If 

right hand there is 



r'.r' 



d' 

more 

d 

joy. 

d'.,t 



pre 

n 

Ufe; 

d' 

life; 



n' 

plea 

d 

pre 



- !• 

Thou 

d'.,r'| d' 



sence 



d' 

is 



t 

fill 

r 

in 



Ir 

m 

- I- 

d If 

shalt shew 

8 Id' 

shalt shew 
I 



r 

Thy 

t 

of 



n' 

plea 

d 

pre 

d' 

Ufe; 



- Id 



ness 

n 
Thy 



di 
of 



joy» 
f 

pre 



n 

me 

t 

me 



n 



me 



in 

If 

the 

Id' 

sure 

111 



• 


""" • 


• 


r : 




path 


:d' 


r' : 


fop 


ev 


:1 


f : 


eis 


fill 



— It :— |d'.,t:d'.,r 

Thy 

- I- :8.f 



- I 



of 

- :r» 

er 

Is : 8 

ness of 



pre 

n 



d» : — 

more. 

d :- 

joy- 



THB WAITS* 

KEY C. M. 72, twice. 1st time i?., 2nd/., 3rd/:, 4th/.', 5th 



rd'.r' 

Fa la 

: n •£ 
: d'.d' 

Fa la 

: d'.d' 



n' 

la 

f 

d' 

hi 
d' 



In' :- 

la, 

Is :- 

Id' :- 

la, 

Id :- 

St, Co, fNew.J 



r' 

Fa 

s 

t 

Fa 
8 



|r' 

la, 
l8 

It 

la, 
|8 

:t 

la 

: 8 

:r» 

la 

: s 



• _ 









d' 

Fa 

n 

di 

Fa 
1 



1 

la 

n 
d> 

la 
1 



t 

la 
S 

t 

la 
8 



d> :d> 


r' : 


sure for 


ev 


li :1 


f : 


sence is 


ful 


d' : — 


— : 


in 




f : — 


r : 


the 


path 



d' 

the 

d 

Thou 

d' 

and 

n 

scnce. 



d' 

at 



d' 



:d> 



sence is 



8 : — 

Thou ^ 



• .^ 



p,f 6th jE>p. 

d' 

la, 

PI 

1 

la, 
II 



.d' I r' 

la la, 
.8 |S 

.d'lt 

la la, 
.8 Isi 



• .^ 



:n'.f' 

Fa la 

: n .r 
:t .t 

Fa la 



si 

la 

n 

t 

la 

n 



1 

path 



V 

Thy 



t 

ful 

r 

in 



— Is 

ness 

- It 

Thy 



r' 

er 

8 
of 



S.f 



of 



d If : — 

shalt shew 

fi If :r'.r' 

right hand there isl 



IF 

in 



d' 

nees 

In 

Thy 



: r 

Thy 
D.O. 

:d' 

of 



8 



Id' 

shalt shew 

I 



Jeremiah Savilfe, 1667. 



; r'.n' 

Fa la 
f .8 

t 

Fa 
8 



fl 

la 
1 

d' 

la 
t 



- \ 






^ » ^ 



.I'.'s'.f'ln' 

la la la la 

.f :n.r Id 
.t : t .t |d» 

la la la la 

.n :n.n jl 



la, 

:d 



1 

la, 
I 



\ 



I 

r 

) 



ABDinOlXLL BXEB0I8ES. — ^PABT I. 



fi :£• 

Fa la 

r : r 

1 :1 

Fa la 

r : r 



-.n'lr' 

la la; 

-.d|t, 
-.lit 

la la 

-.r|s 



f 

la; 



n' 

Fa 

8 

d'.t 

Fa 

n 



d' 

la 
f 

1 

la 
f 



:1 

la 

:f 
:di 

la 

:f 



•I 



It :8 :d 



la u 
: f .n I r 

Fala la 

:r' |ri 

la la 

: r Is 



la, 

r 
la, 

t 

la, 

f 



Fa 

n 

d> 

Fa 
d 



d' 

la 

n 

f 

la 
f 



d' 

la 

r 
f 

la 



•.t|d' 

la la. 

.r|n 

.1 |8 

la la. 
.8,1 d 



D.C. 



/: 



KEY F. H. 96. 

: I 



GlIOK 

:8| 

Who 



I 



US. 



d : d.d|n.,r : d .n 

sings in the shady thicket 



8 : 

near! 



THE CUCKOO. 

SOLL 

I : « m : 
koo! 



: s 

Cue 

: m 






d 



: s 



Cue 

: H 



koo! 



J, Oershach, 
« |/1 : d 

Cue -koo! and 

:d 
:d 

and 

:d 



:n \d 
: I 



£ 

hark 

d 
1 

hark 

f. 



scarce 

n 



scarce 
8( 

m 

koo! 
d 



.fll 
howe 

.did 
.Ijf 

howe 
.fllfl 



:f 

eho 

:d 
:1 

eho 



:f 



8 

.ly 



f If ; f .n 

-ly 

r 



heard, when 

|r : r .d 
js : 8 

heard, when 

I «i : Bi 



o 

8i 



1 

an 
f 

d> 

an 



e 

t, 



e 

8i 



8 I 8 

Bwers clear, 



: n 
:di 

- swers 

:d 
:r 

eho 

:t, 
: 8 

eho 

:8i 



n 
d' 

clear, 
d 

r ,n 



quick 
t|.d 

8 
quick 



tell me now thesongste: 

d.d : d .d|r 



8 

Cue 
n 



f 

-ly 

r 

8 

•ly 

8| 



r's 



koo! 
d 



n 

mocks 

d 

8 

mocks 

d 



name. 



1 
8 \n 
Cue - koo ! 



.8|n 

the bird, 

.n|d 

• 8|8 
the bird, 

.did 



8 \n 

Cue - koo ! 

n \d 

I 
I 



n .r 



The 

d.t, 

8 

The 

d 

8 

Cuc- 

n 



8 

Cuc- 
n 



n 

two 
d 



two 

d 



koo! 
d 



n 

koo! 
d 



n In 

short notes 

d Id 

8 |8 
short notes 

d Id 
I 



8 \n 

Cue - koo ! 
» \d 

Cue • koo! 
n \d 

I 



I 



are 

n 

8 

are 

d 



s 

Cue- 

n 



St. Co. (Xeic.J 
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t.l 



cot - 

r.f 

loved 

to 
8 

glad 

8 

Flow 

n 

Brook 

Song 

Take 



8 .f in 

tage eaves 

n .r Id 

ones hail. 
I 



thy 

8 

of 



song 

Is 

mind 
I- 



- I 



Hut. 

Hur* 
8 

Hur- 
8 

A - 



rah! 


1 . 


rah! 

d' : 


_ _ , 


rah! 

n : 


1- • 

1 • 


way! 




n : 


— 


ret, 

d : 


~ 1 : 


let. 


1 : 


sier. 


1 • 
1 : 



8 


di 


nur- 


rah! 


8 


n 


Hur- 


rah! 


8 


8 


Hur- 
8 


rah! 

d 


A - 


way 




f 




bios 




mur 




8 




war 




8 



part, 



It : 


-.r' 


Grow 

Ir : 


a- 
-.f 


Slant 


a- 


8 : 


- .8 


Chant 


a- 


|8t : 


-.8| 


Praise 


and 






my 



d' :- 

way ! 

n : — 



I 



T 



way 
8 

pray! 

n : 
som! 

d : 

mer! 
8 

ble! 

d : 

heart! 



KEY F. 

f| |S| 

1. rd of ■ 

8, |8| 

13. With clat 
:8| 1 8, 



THE FORTUNE HT7NTEB. 

^Words translated from Ruckbrt, by J. S. Stalltbbass.) 
M. 60, twice. 



17. m 

8.1 
\9.By 



give 
|8| : 

spied 
la . 



li : 

ten 

li : 

ter 

li : 

up, 

li : 

a 
hour 



ti 

been 

ti 

and 

t. 

me - 

ti 

green 
and 



told 

d 



• ^ 



• ^ 



noise, 

d :- 

thought, 

d :- 



spot 
thought. 






8 
bold 

d : 

boys, 
8 

caught 

n : - 

cot 
wrought, 









.. • 



: n.n|r 

Her haunts 

: d.d 1 1| 

But no Luck 

: 8.8 |8 : - 

She will pay for the 

:d.d|8| :* : 8t.8i 



n.r 

todis 
t(.t| 

wasa 
8.f 



-mong them ! 

n : n : 

trou - ble P 

d :d : 

Without ask - ingmy La • dy. 
Without For- tune's as-Bis • taiioe. 



•••••• 



: d .d I r 

That luck 

: d.d 1 1| 

Whole na 

:n .n|8 

Running af 
:d .d|8| 

In the for 
By skill 

d :d : 



-.d :r 

wasa 

• tions did 

-.8:8 

- ter this 
-.l,:t| 

• est s") 



Oertbach. 



n :d ,: r |n :n 

ro • ver; I tiioughtTd 

d :d : t| jd :d 

throng them, Hen, wo • men 

8 : n : 8 1 8 : 8 

bub - ble ; Who knows that 

d : d : 8| j d : d 

sha • dy. To build me 



•cov - er. 

d :d 



11 

La, 

If 
La, 

Id' 

La, 

Id 

La, 
La, 



and per - sis • tence, My - house I 



f \ 

make 

d 

and 
8 

wheni 

r 

a 

havci 



:- :d'.l 


s 


la, 

:- :l.f 


la, 

n : 


la, 

:- :d' 


la, 

d' : 


la, 

:- :d 


la, 

d : 


la, 


la. 



:n.8|f 

la, la, 

: d.n|r 

la, la, 



,^ . 



la, la, 



8 
la, 

n 

la, 
la. 



It 

la. 

|8 

la, 
la, 



.8:f 

la, la, 

■ :ti 

la, 



la, 

«l 

la, 
la, 



St. Co, (New.J 



ADDITIONAL EXBBaSES. — PABT I. 



n 


:d : 


la, 

d 


• — • 


la, 




8 


J — I 


la, 

d 


• » * 


la. 





d 

la, 

n 

la, 



1^ 
la. 
If 

la, 
II 

la, 
I 



la. 



,^ • 



la. 
la, 



la, 

H 

la, 

fa 

la, 
d 

la, 
la, 



d :-t|:d |r :d :r 

gate - way, And wander'd a - 

d :-.8|: 8| |t| : 1| : 8| 

near me. Where was the shy 

d :'.r ; n |8 : 8 : 8 

ask*d them If For -tune was 

d :-.d : d |8| : 1| : t| 

gate - way I a8k*d, had she 
dwell - ing, And here will I 



d'.t 

la, 

n 

la, 

8 

la, 

d 

la, 
la. 



n : - 

broad, 
8| 

elf; 
8 









near; 

d :- 

been? 
stay ; 



1.8:f.n|r 

la, la, la. 



^ • 



_ • 



d 

la, 
8 

la. 



It, 

la, 

If 

la, 
|8( 

la, 
la. 



: r |n : n : f 

Went this way and 

: ti Id :d :d 

Bat none S6em*d to 

: 8 I 8 : 8 : 8 

They said she liad 

: 8| Id :d : / 

They answer*d " here 
Come in, if you're 



la, 

• :ti 

la, 

• :f 

la, 

• : »i 

la, 
la, 

8 :-.f 



d :- 


la! 


d :- 


U! 


n : - 


U! 


d :- 


la! 



la! 



1 8, : li : t| 

left my own 

Is, :1, :t( 

a8k*d of tho3< 

|8i : li :t( 

5.At one place I 

8i 1 8, : 1, :t( 

6.Atag^reat el - ty*8 
10. Here, Luck, is my 



8| 
2.1 

8, 
4.1 

8, 



n jr :n : r 

that way^'And tried ev'ry 

d :-.t,:d jt, : t| : t, 

hear me. Each sought for him 

8 :'.8 : 8 1 8 :8 :f 

past them Full ma«ny a 

n :'.r : d |8| : 8, : 8i 

wait we. To wel- come her in. 
wil - ling ; If not, keep a - way ! 



d :- 

road. 

d :- 

-self. 

n : - 

year. 

d :- 



D.S. 



THE 

Words translated from the German by J. S. Stallybuass. 
KEY G. M. 66, twice. 

n :pi^:f^|8 : - : 8, d 

love-ly and fair, What pas 

d ;d.n:r.f|n 

love-ly and fair. 



( 



: 8 


8 :d' 


:n 


1 n : 8 : d 




The 

:d 


May-time, the 

d : - :- 


May-time, how 

I- :n :d 


The 


May 

n : - 


: 8 


time, how 

js : - : 


The 

:d 


May 

d :- 


* 
• 


time. 

Id :- : 


The 


May 


• 


time, 


r : - : - 


1- 


: - : 8 


8 


there ; 

tf : - : - 


- 


The 

: - :pi 


ni 

n 


9 a • 


1- 


* ■> * 




then 
8 

8i. 


■■- :- 1- 

Cd, (New.J 


• • 





I 



Gersbaeh. 

d.n:r.f|pi :d :f,n 



time and plea -sure is 

: 8, 1 8| : d : d 

What pleasure is 

: r I n : 8 : 8 

What pleasure is 

d :ti£|d :n :d 

What] pas • time and plea -sure is 



:-.f:n |r : t| : 

night - in-gale sing - eth, 

:-.r:d jt, : s, : 



I 



: 8 



The 



: n 



I 



: 8|.8f 

Over 



8 :-.f:n |r : t, : 

lark it up • springeth, 

n .•-•r:d |t| >8j : 



12 



AI>I>mOKAJL MXMMCISEa^ — TAMT I. 



KEY F. M. 7i. 



p 

t 

LOnce 

d 



-.n: i.t 
-.d:d.d 
-.» : f.pi 



3F!uth aadtnatiB hear^we hare. 



-.d: d.d 



doom'dtopart, 

r^ :d : — 

-VBj from thee. 



HOPS WnX BAVISH 80BS0W 
Wotdj by Geo. Bbjcxbtt. 

P 

r ji:f.l :bI 



Swshum Melo^Jy. 



tut,:d 



Deemaottift for 

ti^; r.f :njr 

(Xertbeo - eesa 

t ji : t :t 

€k)dis er • er 

t-n: r.8i:l|.t 



r 

safl- 

t 

near - ei«t, 

t, 



er; 

d 

% 



S 2 "iFI • 1 • 8 
Ism if looted 

d : -^ : d.d 

Taa vflloOoi 

n : -.» : f .n 

Hie eaasiaathe 

d : '.d : ^A 



in tns hfeart 

r.;r : d 

anneaC me, 

s.^ : s 

ware. 



i:) 



tutiid : — 



\ 



X .% : t .1 : t .fei 1 



^ 



A 

% 



Hme nor tide can 

tj.r :n : r 

Teaxs& sighs pre • 

t.t :r'.d: t .1 

Bearmesafe - Iv, 

8| . 8| : a : r 

crts, f 

r ^ : r : — ft 

sadder stillt 

d .,d : 8| ; - 

risking tf.ur, 
1 nl : t : - 

heartonce moro, 

f ^f : f : - 



KEY I>. 3tL 80. 

.8 s ^d' : d' 



sey - er; 

r : r 

vail • ing. 

d« :t 

dear - est. 



fe 



Sey 

Sing 

d* 

Kng 
PI 



- .n : f .8 

''we'llmeettol 

-.d:d.d 

"< we'll meet tol 
- .8 : 8 .8 

well meet to 

- .d : r .n 



i< 



f 

Tia 

r 

Bat 

t| 

Then, 



- .n : r .d 

the sad a- 

-.d:t|.l, 

ne*er think of 

- .d : r .n 

Burewellmy 

- .li: t|.d 
r'.d':t.l 



t| .,d : r : — 

dieos that chill, 

8| ^li : t| : — 

me with fear, 

i ^\X : — 
na- tive shore. 




r .4 



Hope 

d 

Hope 
PI 

Hope 



1 

Make 

f 

Check 

r 



- .» : f .n 



I 



thepaztingi 

- .n : r .dl 

at once the 






- .n: f .r 

win banish 

- .d: t.t, 

will banish 

-.8 : r .8 

will banish 
*" •%{*• S| .8 



- .n : f .8 

Cla^ me to thy 

ti :-.drr.n/ 



r 


:d : 


sor 


- row. 


ti 


:d : 


sor 


- row. 


f 


: n 


sor 


- row. 

:d 


8i 



HOW BSATTTIFXTIi THE SUHSHIVS. 

Words by Gbo. Bexnxtt. 
<:^ A. t. net. 



German Ah\ 



1. How 

.n 
2. But 

8 



beauti 

PI . 
oft 

8 .,8 



-ful 

/I : PI 

the son 



3. 'Tis thnsin life, 



.d 
flD. P 

On 

»ir 

When 



d .,d : d 



.8 

the 

.PI 
shine 

.8 
the 

.d 



8 .,r': r' 

son -Inline gleams 

f 4:f 

brighter glows, 

8 .,8:8 

cares and clouds 

ti .,ti:t| 




8 ./i: n .s : d' ^% 

all a - roimd it sheds itsl beams. 



PI .4 : d .n : s .,8 

sparkling o'ar the wintry 

d« .^ : ft .di : di ^ 



Winn twOurlit Miaow's TBie en -flhxonds. 



d 4:d .d 



n ^ 



f 

saows, 

di 



f :- 



.8 

In 

.f 

And 

.r* 

But 

.t, 

1 

Trom 

f 
Or 

d' 
Hope 

f 



•^1 m8 : f .PI : r .8 

glorious sommer'sgolden 

"li.4:d .d :d .t, 

dearer seems to heart & 
*'f ./t:f .8 : 1 .8 



makethepleasnressweeter still. 



.8| : f 1 .8i 



d 

prime, 

8f 
eve, 

P» 



h» t. >/// 

jr'8..f:pi .r :d .r 

ear-ly mom to ev - en- 

ir.,t,: d .t( : 1| .ti 

glowing o'er the aatrmm 

s.j: : n .8 : 8 .8 

duneunorebnghtoiisan-kiw'd 
fOCi^S,: 8| .8| : 8| .8( 



r' 



PI 
time ; 

d 

sky; 

s 

hill; 

d 



: ) 

- \ 



I 

- / 

- \ 
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f. D. mf 



And 
When 
The 



s nd':d> 

yet we tire 

light and shade 
d' .,8 : 8 

r Id-en threads 
.yd id 



ere», 
- .8 

ere 

- .n 

more 

- ,d' 

time's 

- .d 



1 .,d':d' 

summer's sped, 

f ^f:f 

e - qnalseen, 

d' .,1:1 

weft per- vade, 

f .,f:f 



.:5. 

And 

• .1 

The 

• .f 

Shine 

• .f 



t .,d': r' .n' : V .,t 

wish the long long days were 

8 •)8 • 8 .8 • V ayl 

cloud will make more bright the 

r' .a': t .d' : r' .»8 

brighter for its warp of 

B (yO • P (D • P •|8| 



d< 


1 — 


) t 


fled. 

n 


«. 


• 


beam. 
8 


• __ ; 


• 


shade. 

d 


> _^ 


• • 



COKE, FBEEDOM'S SONS. 



KEY B7. 

.81 {d 

1 


M. 72 

• 


■ 

d 

dom's 

n, 


d :- .8( 

sons, and 


8| .pii : 1| .8( 

join in ring-ing 

Hi .Hi : f| .Hi 


8| 


SchuHz. 

.fi :v\\ .d 


l.Come, 
.81 


frco 


cho • ruB, In 

ri : d| .ni 


2. In 
3.* Then 

•d, 


rain 
free 

di 


m 


and 
dom*s 

di 


storm our 

8| : - .8| 
sons, come 

d| : - .d| 


sky is oft - en 

8| .d :d .d 

join in ring-ing 

d| .d| : di .d| 


frowTi - ing, And 

8| ! 8| .8| 
cno - rus, In 

ta ! d| .d| 


n .d : 8 

joy- ful mu 

8| »V\\ I 8| 
girt by ra • 

d .d : n 

joy- ful mu 

d| .d| : d| 


.n 

- sic 
.8| 

.d 

- sic 

.Hi 


r .PI : 


r .d 

this 

- .1. 

our 

ti .n 

this 

- .t. 


t| .t| :1, .1, 

fa - Your'd spot of 

8| .8| : fe< .fe, 

land is rough and 

r .r :d .d 

fa - Tour'd spot of 

ri .r, :ri .r, 


D.C. 

8| : . 

earth; 

8| : . 

sear; 

t, : . 

earth; 

8( : . 


Come 

.81 
But 

.d 

Come 


li :ti 


praise 

8| : 
seas 

t, A : 


, praise the 

f . : f r 

health and 

d : 8t 


praise 


, praise the 

U : r, 


d :- 


.r 


n .d : 


f .n 


n .r : .8 


f .n :r .d 


t| .1| : 8| .d 


skios 

n, :- 


in 
.81- 


beauty 
8| .8( : 


Bhin-ing 
8| .8| 


o'er us, And 
8| .Sf .8| 


loudly sing to 
8t .8| ! 8| .8| 


praise the land that 
8| .f| : Pit .]| 


peace 
skies 

d, :- 


our 

.t, 

m 
.8i 


dai- ly ' 

d .n : 

beauty 

d .d : 


la- hours 

r, .d 

Rhin-ing 

t| .d 


crowning, Give 

d .ti : .n 

o'er us, And 

8| .8| I .8| 


countless blessings 

r .d : ti .1| 

loudly siug to 
8| .81 : 8i .81 


to the cheerful 

si .r : n .n 

praise the land that 
8i .t| .* d .!( 


r : t( 




d : 


.«! 


li :t, 


d :- .r 


n .d : f .n 


gave us 

1. :fi 




birth ; 


Come, 
.8, 


praise the 


skies in 
He : - .8| 


beauty shin-ing 
8| .8| ! 8( .8| 


spi - rit'fi 

f :r 

ffavo us 
I| :8| 


\ 


here; 

d 

birth ; 

d. : 


But 

.d 

Come, 


health and 

d : 8| 

praise the 


peace our 

8| : - .t( 
skies in 

d| : - .8| 


dai - ly la • hours 

d .n : r .d 

beauty shin-ing 

d .d : t| .d i 


St, C 


^0, (New J. 
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n .r : 

o'er us, 




.8 

And 


si .8| : 

crowning 

d .t, : 

oer US, 


f 


.8| 
Give 

.n 

And 


|8|* .S| 1 




.8| 


f 


: r 




gave 

1. 


us 

:si 




spi 

r 


rite 

:t( 

IIS 

:8i 


1 



f .n : r .d 

loud-ly sing to 

8| .8| : 8| .8| 
countless blessings 

r .d : t| .1, 

loud-ly sing to 
S( .S| : 8| .S| 

n .d :d .d 

birth, the land that 

Si .li : 1| .li 

here, the cheerful 

d .n : n .n 

birth, the land that 

di .li : 1| .1| 



ti .1| : 8| .d 

praise the land that 

8| .f| : Hi .1| 
to the cheerful 

8| .r : n .n 

praise the land that 



8( .t| :d .1 



r 

gave 

ii 

spi 

r 

gave 

f. 



us 
Si 



.f. 



rits 

r 

us 
S| 



r 
gavo 

ii. 

spi 

f 
gave 

d 

birth. 

ni 

here. 

d 

birth. 



us 

fl 

rits 

r 

us 
S| 



d .n : n .n 

birth, the land that 

Hf .Bi : 1| .1| 
here, the cheerful 

d .d ud .d 

birth, the land that 

di .d : 1| .1| 



KEY C. M. 66, twice. 

n : - 
l.Hark 

d 

2.O00I 

8 : - 

3.N0W 
d :- 

4.Hark, 



THE aUAIL CALL. 

(Words translated from the German by J. S. Stallybeass.) 






:n.n|n :-.n:n 

to the Quail how she 

:d.d|d :-.d:d 

onthehea - thcrthe 
t 8 » 8 I 8 • "•8 • 8 

come the huntsmen with 

:d.d|d : -.d : d 

when the reaping is 



f : 


-.3 


pipes 

r : 


-.r 


dew 

s : 


-.8 


horn 

ti : 


-.t, 


OV - 


er 



d> :di :d' |d» 

come let us hide 

n : 8 : 1 |8 

flutt'-ring and shiv 

d' :d' ; d'.r'| r,' 

here I lie safe 



in the 

f I 8 : - 8 : 8 

ruth - less the win - tor comes 



n 



-.r'; d' 

in the 

-.8 : 8 

> 'ring she 

-.f':n' 



t 

field, 

8 

bed, 

r» 

green, 

ft 
flies, 

jSe. Co, (New,) 



t 

of 



|8 :1 

Tell-ing 

|8 : 8 : 8 

Fa - tient-ly 

It :d' :r' 

I by the 

Is :8 :f 

But not a 



f 

at 

: r 
yet 

; 8 

and 

t. 

and 



t :- 

com." 

8 ; - 

cries ; 

r' :- 

ground ; 




n : — : s.,s 

mom, "Cornea- 

d :- : 

lies ; " Cold the 

8 : — : 

hound; "Get you 

d :— : 

done, "I'll be- 

S • ~fS • s 
Look at her, 

• ^•S • 8 

Euns to the 
While the wheat 

8 • "aO • 8 

Hi - therand 



sweets that the 

s : 8 : 8 

waits till the 

di :t :di 

hun - ter shall 

n : r : d 

glean-ing of 



V :-.f':fi 

har - vest will 

8 • ""tS * B 

shades are all 



.1 



-JT 



nev - er be 

ti :-.t,:tr 

bar - veetahe 



long! 



f Oeniaeh. 

8 : — : I : 

Come a-long ! 
• p«)S I s • ' 

night! Cold the night!" 

I 
• • I • 

gone! Get you gone! 



I 



\ 



gone ! I'll bc-gonc ! 

s : 1 : t Id': -.r' : d' 

steal- ing through yonder green j 

8 : f e : 8 1 1 : -.1 : 1 

sand, where she mak - eth her 

r' :d' :t |1 : -.1 : 1 

stands and the leaves are yet 

t : 1 : 8 jfe :-.fe: fe 

thi - ther she flits and she 



n' : 

yield, 

s : 

fled, 

di : 

seen; 

d : 

spies, 



|d> :di :d> 

Sing-ing the 

Is : 8 : 8 

Wxst-ful - ly 

d' 

the 



In* :r' 

Ahy but 

Id :r 

Tho' in 



:n 



the 
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d' :- 

while 

f :- 

watch 

r' :- 

reap - 

f :- 



vale 

cres 
S 

who 

n 

slum 

d> 

God 
8 

ov - 



•.t:d' !r' :-.d':Ti 

that she joy - M-ly 

.f : n 1 8 : - .1 : t 

- es the bright - en -ing 

.r»:d' It :-.l:8 

ers they lay me so 

.8:1 1 8 : - .8 : 8 

of her birth she would 



n' :- 

glides, 

d' :- 

skies; 
81 : - 

bare ; 

d' :- 

stay, 






een 



- .8 : 8 1 8 : 1 



do. 

: t 



for the 

.n : n 

berhe 

.d': d' 

for his 

.8 : 8 



hum-ble pro- 

f :f :f 



mine 



:r' 



gave to 

It :d< 

crea-ture will 

I s : 8 : s 



er the moun-tains a - 



eyes. 

di :- 

care, 
d :- 

way. 




• 


: :d',d'|di :- 


"God be 

• 


thank'd, Ood be thank'd ! 

• •8 t)8 1 1 • " 


"God be 

- :d'.,d' 


thank'd, God be thank'd ! 

d' :- :d'.,d1d» :- 


Who'll be- 

• 
• 


friend? Who'll defend?" 

: : n .,n 1 f : - 


Look she 


goes, Look she goes, 



Words by 
J, S. Stallyhrasa, 
/key B 17. S.S.C.T.B. 

n :-.n|n :8 

l.When the win - te^ 

d :-.d|d :r 



8| :~.8ii8i : S| 

2.Li the leaf - y 

n : - .nln : r 

S.Let the sum • mer 

d :-.d|d : t| 

p 

n.n:n.n|pi :r 

Fa la la la la la 

d.d:d.d|d : t| 

8|«8|: 8|.8|| 8| : 8| 

d.d: d.d Id :r 

Fa la la la la la 

d).di: d|.d||d( \n\ 

SL Co, (New.J 



M. 144. 

n 

past 

d 

8| 
month 

n 

sun 

d 

n : — 



THE TIME FOB JOT. 

(" Soldiers, brave and gallant be") 



GastoUi. 



la, 

d 



s, : — 



la, 

di 



: - .n 


Id : 


a 

:-.d 


Id : 


:-..S| 


Is. : 


h of 


June, 


: - .n 


In : 


be 

:-.d 


high, 
d : 

1 : 


: 8 


In : 


Fa 


la 


• 


Id, : 




Fa 


:n.f 


l» : 


Fa la 


la, 


: — 


1 : 



— 


PI 


: n.rjn 


:fe 


8 : 


- .8 |8 


_ 


When woods put 

d :d.r|d 


on their 

:li 


green 


ar-ray, 

l~.t|lti 


— 


1|. 


:l|.ri|li 


:1| 


S( ; 


:-.8il8i 


.1-. 


TJn 

d 


- der a high and 

:d.t||li :r 


cloud 

r 


- less moo] 

-.r |r 


— 


Or 

1| 


winter foge 

:l..tild 


1 blot 

: r 


out 

8i : 


the sky, 
:-.S||8| 


8 


n 


:d |r 


: r 


d : 


— 1 — 


Fa 

d 


la 


la la 

:n.f|s 


la 

: 8 


la. 

n 


... 1 — 


la 




Fa la la 


la 


la. 




n,.f, 


S| 


:1| Iri 


:si 


8, ; 


I -~ 1 ~" 


la la, 


Fa 


la la 

:d.d|d 


la 

:t, 


la. 

d.ti 


:d .r |n 


d.d 

Fa la 


d 

la 


Fa la la 

: 1, Is, 

la la 


la 


la la 

Si. 


la la la. 



n : 

Thon 
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8( : 

K'er 

n : 

Songs 

d : 

P 
n.n: 

Fa la 

d.d: 

Fa la 
8|.8|: 

Fa la 

d.d: 

Fa la 

d,.d|: 



- .n|pi 

tho birds 

-.did 

- .8,1 8( 
the dew 

- ,n|n 

of joy 

-.did 

n.n|n 

la la la 

d.did 

la la la 
8|.S||8| 

la la la 

d.dId 

la la la 
d|.d||d| 



con- 

r 

hath 

r 

can 
t| 

r 

la 
ti 
la 
S| 
la 

r 

la 



n 

spiro 

d 

shut 

n 

still 

d 

n 

la, 

d 

la 
8| 
la, 

d 

la, 

d, 



-.nid 



to sing, 

-.did 

-.8||8| 
tho roso, 

- .n|n 

a - rise, 

-.did 



- I 



8 \n 

la la 
- Id, 
Fa 

n .f |8 



Fa la la, 
- I 



8 

Fa 

d 

la, 

n,.f 

la la 



d.d 

Fa la 



n 

Then 
d 

1| 
While 

d 

Deep 

1| 

n 

la 



8j 
la 



d 

la 



n.r|pi :fe 

then with joy they 

d.rjd :1| 
li.ri|l( :li 

yet a breath of 

a.t||l| :r 

in the heart thoir 

li.t||d :r 



d jr 

la la 

n.f |8 

Fa la la 

1. |r, 

la la 

d.dId 

Fa la la 
la la 



:r 

la 

: 8 

la. 

:«i 

la 
la 



8 

haU 
t| 

8| 
cvo 

r 

foun 

8| 



la. 

n 

la. 
8| 

k. 
d.t. 

la la 
d, 



- .8|8 : — 

the Spring, 

- .t,| t| : — 

-.8,1 8| : — 

- ning blows, 

-.rjr : — 

- tain lies. 



-.8(1 8, : — 



u. 



d .r|n : — 

la la la. 



P 

t| :t|.l,|t| :d 

Hark ! do you hear the 

r : r .d|r : n 
8| :8|.ni|8| : 8, 

Hark ! do you hear tho 

: I : 

Hark ! do you hear our 

8| :8|.lt|8| : di 



tale 

r 

8| 



t, |r :r.d 



they toll? Near 

r |t| ; t|.li 
8i I 8( : 

■ 

night-in - gale, Sing 

: PI 8 : 8 .n 

Hark! do you 
songs re - sound, Still 

8| : 8( |8| :S|.li 



/ 



8 : — 


— 


: — 


r : r .d|r : n 


swell : 

ti :- 


— 


: — 


Now with a sun - ny 

t, :tt.dlt| : 8( 


8i : — 


— 


: — 


8, : Si.Hil 8, : 8| 


tale? 

r : — 


_ 


• — 


Here, in the green and 

t| :t|.l||8i :d 


round? 
8| : — 


1- 


• «_ 


Where Joy doscend-eth 

8, :8|.l||ti :d 


St, Co. 


fXtW.J 







cres. 

r ; 

and 

t, : 

I 

4 

loud 
8 

hear, 
loud 

8. : 



sky 

d 

fi 

sha 

1. 

from 
f| 



n jr 

moro near 

d It, 



'I 



and 



and 

d. 



r 

the 
t| 

I :8, 

clear. His 

I :* 

dear, The 
I 8| : 81 



-.f|f 
a • bove, 

-.did 

-.fijfi 

- dy grove, 

-.liUi 

a - bove, 
-.f.jfi 



n 



tid 
4 



8i : 

thrill . 

n : — 



jB_ 1 8 :i% 

ings 

ii |r :- 
- Hr :- 



whole 



: n 



ff 



ing 
II 



year 

|r :- 



8 :f.n|f 

Now is the time 

n :r.n|d 
Hi :f,.8,|li 

Here is the place 

d :l,.d|d 



There is the placo for 

d| :r,.di|ii : 8i 



r 

for 
8 

8| 
for 

ti 
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pp 

d :-.d|d :— n.n:n.n|n 


: 8 


n :- 1- 


i 


d.d:d.d|d 


:tr ' 


joy and love, 

n : - .n n : — 


Fa la la la la 

d .d:d.d d 


la 

:t, 


la, 

d :- - 


; — 


Fala la la la 

n.n:n.n|n 


la 
: 8 


81 :-.8||8, : — 


8|.8|: 8|.8|| 8| 


:s( 


SI :- 1- 


: — 


8|.Si: S|.si| si 


:8i 


joy and love, 

d :-.d|d :- 


Fa la la la la 

: 1 


la 

• 
• 


la, 

n •1*1 ! n .n 1 R 


: 8 


Fala la la la 

n :- 1- 


la 

• 


joy and love, 

d| :-.dildi : — 


d .d: d.d d 


: n 


Fa la la la la 

d :- 1- 


la 


la, 

d.d:d.d|d 


:n 




Fa la la la la 


la 


la, 




Fala la la la 


la 


cres, 

d : — 1 : 8 ,8 


n : — 


/ 

: 8 .8 


n :- 1 


ff 

:n .n 


n :— 1— ; 


» , 


la, cres. Fa la 

n : 8 .8|n : — 


la, / , 

: 8 .8in 


Fa la 


la, ff , 

: 8 .8 In 


Fa la 

:d.d 


la. * 

d :- 1- : 


> .— 


la. Fa la la, 


Fa la la, 




Fa la la. 


Fa la 


la. 




8| : ni.rii 8| \ — 


: ni.ni|8| 


I — 


: ni.HiIsi 


: — 


! Hi .Pl| V\\ 


; — 


Fa la la, 

:d.d|d :- 

cres. 

d :- 1 :d.d 


Fa la la, 

:d.d|d 
d :- 1 


:d.d 


Fa la la, 

:d.d|d 
d :- 1 


'ff 
:d,.d, 


Fala la. 

: S|.si|si 
d, :- - 


I — 


la Fa la 


la, 


Fa la 


la, 


Fala 


la. 




kbyF. PP 

n : f 1 8 : 1 


HEAR ME W] 

r : — Is : — 


lEN I CALL 

d :- |r 


:n 


G A Maefarren, 


Hear me when I 

d :d Id :d 


call, 

ti :- Id 


• 


Lord of 
'd : - t| 


my 

:d 


right - eousness 

d :-.d|d 


• 

> 
• 
• 


8 :f Id' :1 


8 : — 8 


• MOB 
• 


n : — |8 


: 8 


1 :-.8|8 


• 
• 


Hear me when I 

d : 1| n, : f| 


CAll, 


• 


Lord of 

li :— Is, 


my 

:d 


right - eousness 

f, : - .d d 


• 

• 
• 


p 

n :f Is :1 


r : — Is 


* 


T :d If 


:n 


r : - .d d 


:n 


Hear me when I 

d :d Id :d 


call, 

t( :- Id 


• 


Lord of 

d :— |l|.t 


my 

i:d 


right - eousness 

t, :-.d|d 


;Have 

:d 


8 :f jdi :1 


8 :^ 1- 


:f 


n :- f 


: 8 


8 : - .njn 


: 8 


Hear me when I 

d :li jni :fi 


caU, 

si : f 1 1 n, 


:f(.8, 


Lord of 

1. :- Ir, 


my 

:ni.f, 


right - eousness 

8| : - .d d 


; Have 

:d 
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cre$, 

8 : — 


In 


: r 




d : 


Id 


f.B>. 


8 : — 


In 


: r 


d :d 1 


F.t. 

• 
• 


mer 

d :- 


1 : 


lip • 


on 


me, 


Have 


mer 

d :- 


cy up - 
Id : 8| 


on me, 

li :li 1 : 


"ill 


8 : — 


* 

Is : 


; 8 


n : 


n 


:in 


8 : — 


Is :8 


n : n 1 : 


And 


mer 

n : — 
r :d 


cy 

d 

1 : 

ti ! 


up . 

^. 

and 

■1. 

en 

At 

and 

:df 

:r' 


on 

li : 
s 


me, 

ii 1 


• 
I : 


Have 

< 
n 

en 

n 

d' 

en 

d 
t.d' 


mor 

n : — 

Urn, 

f :- 

un 

r :d 


cy up - 

Id :t! 
|r :r 

to my 

ti :ti 
8 : 8 

to my 

Is :si 

B 8 : 8 


on me, 

1. :1.* I : 
r : — I n : 

pray - er. 

ti :- id : 

8 :— Is : 

pray - er. 

d :- Id : 
1 :1 1 : 




heark 

d : 


m 


r 




heark 

C.t. ff 
Bd' : — 


1 ; 

|r' ; 


8 


1 


t : 


1 :- 

un 

r : — 




heark 

n 


; — 


r 




n' 


:d' 


1 ; 




Lord, 
rg : — 


lift 

If ; 


thou 

:f 


up 

n 


the 

; 8 


light of thy 

f :f .n 


coun - 1 
8 : — 


ie- nance up - 

|-.f :n.r 


on me, 

f :f 1 : 




8d' :- 


d> . 


; t 


d' . 


:«' 


d« :r».d' 


d' :t 


t :t 


d' :d' 1 : 




Lord, 

tin : — 


lift 

|r : 


thou 

; r 


d^ : 


the 
n 


light of thy 

f :r.l 


coun - te 

8 : - . 


- nance up - 
s| 8 : 8 


on me, 

f :f 1 : 


i 


ri : — 


1- 


J — 


t 


:d' 


11 :f 


?T :- 


- :1.1 


t :d' 11 : 


d' ' 


Lord, 

1 :- 


1- 


I ''^ 


lift 
f 


thou 

: 8 


up the 

f :d 


Hght 


ofthy 

- :f.f 


coun - te - nance 

f :8 If : 


up - 

n.f 


fi :- 





: — 


r' : 


;di 


d' :1 


V :- 


1- :r'.r' 


r' :di Id' : 


d' 


Lord, 

- :t.l| 


Lord, 

t :- 

on 

- :i 


t 


d< 


lift 

f : 

lift 

• 


thou 

:n 

thou 

• 1- 

• 1- 

m mmmm 


up 

f : 

up 

f. ] 


the 

F. i 
d'8 


light 

: r 

the 
? dolce. 

:f In 


jr 

ligl 

: r 

me 


ofthy 

: r .r 

Lt 

d :1 


coun - te - ] 

r : n j : 
js : — 


aance 

f : 
d 

take 

r 


up - 

: r 


8 : — 


me. 

n :- 
di :- 


I will lay 

• 
• 

: 1 


down in peace 

: |i?«« :'d 

and 

1 :d'8 


and 


r' :- 1 


•— ! - 


• __ 


on 

» :- 1 
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/Ir 

take 

It, 
it, 



rost 

d 

rost; 
f 

rest 
li 



n 
d 



Id 
Hi 

ly 
n 

mak 

S| 

mak 

d 

mak 

d 



my 



n 

rest, 

d 

rest, 
8 



li- |r 

For it 



ds, 

that 
that 

fd 

that 

i,ni 

that 



pia. 

ii 

mak 

fi 

mak 

d 

mak 

fi 

mak 



-.r |r 

- est me, 

- is, 

oat 

-.t.lt, 

- est me 

-.S||8| 



|8 ;f 
A 

It, :- 

'1 =.- 



n 

men 

d 
1 

mon 



- Is 

I 

r jd 

and take 

f In 




d 

is 



t. 

thou 



-.«.|S| 

- est mo 

-.nilni 

- est nie 

- Id 

03t 

-.d,|d, 

• est me 
F. t. 



t, 
my 

r 



d 

rest, 

n 






f In 

will lay 



I 



IS 



n 

thou 



r 

mo 



d 

down 






d 

Lord, 



d 

mo 



1, 

dwoll 

f, 

dwoll 

d 



dwell 



r.dlti 






8 |d> 

For it 



8i 
in 
S| 
in 

d 

in 



1 |8 
in peace 



I 



u 



f 

Jjord 

1 

thou 

r 

thou 



1, :ti d 


: r 


safo 

fi :- If. 

safe - ty ; 

d :- f 


• 
• 


safe 

fi :«i Hi 


:t. 








— 


nl :_ I- 
dwoll 

•id : r.d t, 

dwell 


: 8 

in 

:d 

in 


I :t 


jd> :1 


8| 


safe 

d :- If :- 


me 


safo 


mmm 


df :« - 

dwell 

Ml :- 1- 


: 8 

in 

:n, 


safe 

fi :8, Hi :f. 


• 


f 
d' :- 


i 


It !l 


t : — 


A 


• 


- 


• •• 


men. 


- Id :- 

1 


r 


I ~" 


1 , 


• 


— In : — 

A 


8 

men, 






• 




1. :- 


8| < 


: — 


1 — : — 


• 



pp 



ty. 
n 

ty. 
s 

ty. 
d 



It 

A 

'i 



- :- Is, 



s. 

A 



8| 

ty; 
n 

r 



Id 



men 
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erea, 
8 

mer 

d 



mer 

n 



heark 



C. t. 

sd' 

Lord 

rs 

8d' 
Lord 



ri 

Lord 
1 

fl 
Lord, 



ff 



n 

cy 

d 



cy 

d 



r' 

lift 
f 

di 

lift 

r 



up 

«l 

8 

up • 

ti 

and 

ii 

en 
df 

and 
df 



r' 

thou 
f 

t 

thou 

r 



r 

Lord, 



d :d 


• 


on me. 


• 


n :n 




on me, 

1. :li 1 




• 

■ : — 


f : 


heark 

d :- 


* 

r : 


s :1 


t : 


heark 


m 


n : — 


r : 


n' :d' 


1 : 


up the 
n : 8 


light 

f : 


d' :«' 


d' : 


up the 
d : n 


Ught 

f : 


t :d' 


11 : 


lift thou 

f :8 


F : 


r' :d< 


di : 


lift thou 

f :n 


1 : 



*». 

Have 
ds| 



F.t. 



In 

Have 

1A 



mer 

d 



n 

en 

n 

d' 

en 

d 



t.d' 

of thy 

f.n 
r'.d» 

ofthy 

r.l 



f 

the 
d 

1 

the 



mer 
n 

dim. 
f 

un 

r 



1 



un 

r 

r' 

coun 
8 



d' 



coun 
8 



I lift thou up 



Hght 

V 
light 



— in 

cy 

- \i 

- |8 
- cy 

- Id 



r 

to 

tl 



8 

to 
S 



-.8 8 



: r 

up - 

:8| 
: 8 

up - 

: r 

my 

:ti 
: 8 

my 

:8| 
: 8 



- te- nance up - 

— |-.f:n.r 



t It : t 

te - nance up - 
- .s|8 : 8 



- I- :1.1 

ofthy 

:f .f 

- I- :r'.r' 

ofthy 

: r .r 



on 
ll 



n 

on 
1| 
P 

r 

pray 



8 : — 



pray 

d 



1 

on 
f 



on 
f 



r 

the 



Ir 

Hght 



coun 
f 

r' 

coun 

r 



:d 




me, 

:1| 




:n 1 




me, 




: — 


n 


: — 


er. 

d : 


: — 


8 


* 


er. 

d : 


:1 


1 : 


me, 

:f 




:d' 


1 : 


me, 

:f 


1 : 


:d' 


1 : 


-te . 

: 8 


nance 

f : 


:d' 


d' : 


-te - 

: n 


nance 

If : 



I 



— :t.l|t :- 


on 

8 :- 1- :f 


r' :- 1- :- 

on 

8 : — — : - 



d< 

me. 
n 

dt 

mo. 

d 






I- 



f. F. P dolce. 

f In 



d'8 
I 



will lay 

I 
I 



r 

me 



d :1 

down in 



"ill 

Anc 



d' 



n.f 

d> 

up - 



Is :- 


— : 


peace 
\pia :fd 


d : 


and 

1 :4'8 


take 

r : 


and 

1 :1a 


ta!:e 
8| : 



r 

and 
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KEV B!7. M. DO. p 



: d.r 

My 

My 



n 

la 
81 

d 

la 
d, 



: - jn|n 

dy i3 

:-.s,|«i 
:-.dld 



dy is 

: - .dil d| 



as 

d 

as 

fl 



LADT IS AS FAUt AS FINE. 

P. t. 

n : r .d I ' g : d* 



:i\d|ti :r 

as fine, With 

: M,| ri : t, 
: 8| |8| .:s.f 

OS fine, With 



: d| Is, : 8| 



cres. 

n ; r .n | r .d : t|.d 

eyes the ra - diant 

d ; t|.d | t|.li ; si.li 
d : 

eves 



r I r : - ,r 

the ra - diant 

8| I 8| : - .8, 
Her eyes the 



n 

fair 
S| 

d 

fair 

f. B7. 

' Ipti : d .n | r : — 

stard out - shine, 

t»ifi : 8|.li | t| : — 
» r : n .d | r : — 

stars out - shin*^ 

«,ri : di 1 8, : — 

stars out - shine, 



milk • white hands and 

8| : d I t,n : d 
n : 8 1 8 d' : 8 

milk - white hands and 

d( : d| 1 8|d : pii 
n :-.8|f :d 

light " ing all things 
8i :-.8||l| :d 

d : n I r 

Light • ing all 
PI, : - .n,| f I 



John Senet, 16U. 

d> :t Id' :d.r 

gold 

r 
1 



hair ; ilor J 

d :d / 

8_.f I n .f : n .r 

ei 
8| 



en 

-.r 



on hair ; U( 



Id :- / 



:d 

things 



r 

fur 

d 

8 

fiar 
8| 



r 

and 
t| 

8 

and 



n : 

near: 

Id : 



near : 

di : 



PP 
d 

Fair 

ni 
d 

Pair 
d| 



- .r In : d.Si 

as Cyn - thia, 
" «l 

d 



-.f 
d 

as Cyn 

-.d,|d, 



8| 

8| 
thia, 

n, 

P 
; d .r 



lj^iti:d 

not 
fl 

r 

not 

ri 



80 

Hi 

8 

so 

d, 



Id.t,:- 

fickle ; 

r,.r,: — 
8 : r .n 



fickle; 
|S|.S|: 



d :-.r|n 

Smooth as glass, tho' 

li :-.l,|si :n, 
f :d |d.r:n.f 



Smooth as glass, tho' 

f|.8|: l|.ti|d : d| 



d 

not 

ri 

8 

not 

8| 



so 

ri 



d.d:- 

hrittlf. 

dj.di: — 
:-.£|f .n: — 

so hrittlc. 

: 8| |d|.d,: — 



I 



My 

: ni.f, 
:8| 

My 

:d| 



n 

heart 
8| : 

d : 

heart 

di : 



:-.n|n 

is like 

-.8,|8| 

-.did 

is like 

- .d,| di 



d> 



d.r 



eres. 



a 

:1. 
:d 

a 

:f| 
f.Bl?. 



n 

hall 
8| 

d 

baU 
d, 



: r ,d | t| : r 

of snow, Fast 

: f^Tii ri : t| 
: 81 1 8| : 8_^ 

of 

:d, 



melt - ing 

d, :d| 



|>di 

at 

IM 



:t Id' _ 

glan-ces bright; Her 

r : - ,r I d : d 
1 : s .f I n .f : n .r 



glan-ces bright; Her 

fi :8, Id : — 
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ra - by lips like 

d ; t|.d| t|.li ; 8|J 
d :r |r 

ru - by lips 

: 8| I 8| 

Her lips like 



: -.r 

like 

• "" •S| 



'li.t,:d.n|r :- 

nightworms glow, 

ta,f , : ni.d,| Ti : — 
• r :8|.l||t| :-.r 



nightworms glow, 

■ir, :d| |8| : — 
nightworms glow, 



F. t. 

n : r .d | ' 8 

mult - ing at 

8t : d 
n : 8 

snow. Fast 
8| :8| 

n : - .8 1 f : d 

Spark - ling thro* the 

8| :-.8t|l| :d 
d : n I r : d 

Spark - ling thro* the 

n, :-jnilfi '- li 



her 

d 

8 

her 
Hi 



pale twi- 

d : t, 
8 : s 

pale twi- 

8i : 8, 
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WE PLY BY NIGHT. 






KEY F. M. 108. 

d> :di.t|l : 


r' :r'.di|t : 


c. t. 

d'f ' : r'.d'l t : 8' 


Matthew Lode. 

r'.rrni.rilpi'.d': — 


We fly by night, 

: Id :d.d 

Wc fly by 
: If :f.8 


we fly by night, 

f :-.n|r : 


we fly by night *mong 

nl : 1 .1 Is :8 

we fly by night 'mong 

8d' :f' |r' :d' 


troops of spirits, 
8 : - .8 js .8 : — 


night, 

1 8 : 8 .8 


troops of spirits, 

d' :t Idld': — 


We fly by 

: If :f.n 


night, wo fly by 

r : 1 8 : 8 .1 


night, by night *mong 

"1 :f |8 :n 


troops of spirits, 

8 IS Id .d : — 


f.F. 

: 1 : 
»r :r .d| ti : 


d'8 :8.f|n : 

We fly by night, 

d :d.t||d : 


d' :d'.t|l.t:l,8 


f .8 : f .n r : 


we fly, 

d :d.d|d : 


m m 

r : r .r|r : 


We fly by night, 
n't :t.l| 8 : 


We fly by night, 

8 : 8 .8|s : 


we fly by night, 

1 :1,1 I : 


we fly by night, 

1 :l.fl8 : 


: '|d'8 :8.f 

We fly by 


n : Id :d.ti 


1, : f :f.n 


r .n : r .d|t|.d : tf.lt 


night, we fly by' night, wo fly 


« • a 


8 : 8 .f In .f : n .r 


d .r :n .d r .n : f .r 


n .f : 8 .n If .8 : 1 .f ' 


we fly - - . 

r :r .r Id : 


a> a * « 

d :d .d |t( :- .t| 


d" :- If Tf .f 


we fly by night, 

t :t .t |di : 


We fly by night, by 

n :n .n |8 : - .8 

li .tf :d .ti,l,| 8i : 8| 


night, we fly by 

8 :d' Id' :d>.t 


8i : d 


:d .t| 


d .r : n ,d |r .n : f .r 


wo 


fly. 


• m 


wo 


fly 


i 



8 .1 : ta.s |1 .t : d' 



a a> • 

n : - ,n |d 


by 

:f 


night 

r 


night, we fly 

d» :- .d' \d} 


:?.! 


night 
8 


n .f : 8 .n |f .s 


:1 .f 


8 


■ * • 


by 


night 



xf^A Cb, /3>/if>'. 



:d' Id' :t 
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: n |r : r 

'mong troops of 

: 8 Is : 8 



d |S| : S| 

'mong troops of 



d' .d' : - I 

spi- rits. 

n .n : — | 

spi- rits. 

8 .8 :— I 



d .d : 

spi- rits. 



- I 
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KEY B!7. M. DO. p 



: d.r 
My 

: Hi.f I 
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My 

:d, 



n 

la 

d 

la 

d, 



: - .n I n 

dy is 
: - .8,1 8| 

:-.d|d 

dy is 

: - .d,| d| 



as 

ii 

d 

as 



LADT IS AS FAUt AS 

:i\d|ti :r 

as fine, With 



n 

fair 
S| 

d 

fair 

di 



: fi^il ri : t 
: 8| |8| .:s.f 

OS fine, With 

:d| |si :8| 



C)'C8. 

n : r ,n | r .d : t|.d 

eyes the ra - diant 

d : t|.d| t|.li: 8|.li 



d : r 

eyes the 



ra - 

I Si 

or eyes 



d 

Fair 
ni 

d 

Fair 



- .r n 



-.r 

diant 

-.8| 
the 

: d .8i 



f. B7. 

'Jipti : d .n | r : — 

stard out - shine, 
t»|f| :S|.li|t| : — 



» r : n >d | r : — 

stars out - shino, 

»,ri :d| |8,, : — 

stars out • shmo. 



FINE. 

F. t. 

n : r .d I y 8 ; d' 

milk • white hands and 

8| : d I t,n : d 
n : 8 I • d' : 8 

milk - white hands and 

d( : d| 1 8|d : v\\ 

f 

PI :-.8|f :d 

light <• ing all things 

:d 



John Senet, 16H. 

d> :t Id' :d£ 

gold • en hair ; Ilf.T j 

r : - .r I d : d / 
I : 8 .f I PI .f : n .r ^' 

gold - on hair ; Uc 

I :s( 



i'V 1 

Id :- / 



8i :-.8||l| 
d : n I r 

Light -ing all 

n, : - .n,| f i 



:d 

things 



r : r 

fur and 

d :t| 

8 : 8 

far and 

8| : Si 



n : 

near : 

Id : 

I'S : 

near: 

Id, ; 



as Cyn - thia, 
-.f||8i 

d Id 



as 



Cyn 
d| 



8i 

«l 
thia, 

n, 



]Mi:d 

not 
f| 

r 

not 

ri 



80 

"( 
8 

so 

a, 



Id.t,:- 

fickle ; 

r,.r,: — 
8 : r .n 



fickle; 
|S|.S|: 



d ; - .r Iri" 

Smooth as glass, tho' 

li :-.l,|si :nj 
f :d |d.r:n.f 



Smooth as glass, tho' 

fi.8|: l|.ti|d : d| 



d : t| Id.d : — 

not so brittle. 

ri :ri |d|,d,: — 

8 : -.£|f .n : — 

not so brittle. 

8| : 8| |d|.d,: — 



di 

glan 

r 
1 

r 



p 

; d .r 



My 

:ni.f, 



My 

:d,' 



n :-.n|n 

heart is like 
8| :-.8,|si 

d :-.d|d 

heart is like 

di :-.d,|di 



a 

1. 



a 



PI 

ball 
S| 

d 

baU 

d, 



: r .d | t| : r 

of snow, Fast 

: f^piil n : ti 
: 8| 1 8| : 8j£ 

of 

:d, 



snow, Fast 
I 8| : 8| 



F. t. 

n : r .d | ' 8 

mult - ing at 

8t : d 
n : 8 



melt - ing 

d, :d| 



• di 

at 

IM 



her 

d 

8 

her 

Hi 



t Id' :d£ 

COS bright; Her 

-.r|d :d 
8jf I ni : PKT 

COS bright; Her 

8, Id : — 



eres. 



IB];. 



like 
8|.l 



n : r>n| r>d ; t,.d 

ra - by lips 

d ; ti.d|ti.li 
d :r |r 

ru - by lii>s 



Hor lips 



-.r 

like 

-.8, 
like 



'Jlht,:djn|r : — 

nightworms glow, 

ta,f , : n,.d|| !( : — 
»r :8|.l||t| :-.r 



/ 



nightworms glow, 

»,r, : d| I 8| : — 

nightworms glow, 



PI : - .8 I f : d 

Spark • ling thro' the 

Si :-.8||I| :d 
d : n jr : d 

Spark - ling thro' the 

n, : - Al f I : li 



pale twi- 

d : ti 
8 : s 

pale twi- 

8| : 8, 
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In 



light: 

d : 



Hght : 

Idi : 



d : - .r I n 

Neat she is, 
Hi :-.f||8| 

d :d Id 

Neat she is» 

di :-.d,|d, 



no 
8| 

8| 

no 

Hi 



d Id.t,: — 

ther lighter; 

ni |r,.r,: — 
8 1 8 : r .n 

fea - ther lighter; 

ri :d| |8|.8|: — 



fea - 
f| 

r 



d : - .r I n 

Bright she is,. 
1| :-.l||«i 

f :d |d£ 

Bright she is, 
f|.8|: l|.t||d 



no 

:n, 
; n.f 

no 

:d, 



d : t( I d .d : — 

dai - sy whiter. 

r, :ri |d|.4: — 
8 : - .f I f .rr : — 

dai - sy whiter. 

8| : 8| |d|.d|: — 
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Hm 
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d 
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NIGHT ABOUND. 

(Arranged for this work by Geo. Oakey). 

I : : 



I - : - : S| 1 ti : li : t| 



- 1- :- 

- I- :- 

- I- :- 









|f| :- :- 
| r ;d : r 

|si :- :- 



n, 
d 
d 






- :- I- 



Air by Weingand, 



1. Night a- 

2. Tho* a. 



- :- I 






:- I- 

:- I- 
:- I- 



^ * » 



d 

round 
round 






Si 
PI 

d 



S| 



h Is, 

- I- 

- I- 

- I- 



^ • 




: \vi 


'/ 


\H 


r : - : 


AU 
Spi - 


the 
rits 


earth 
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:- Id 


1 r 


:d 


t. : - : 
8i : - : 


:- h i 


I - , 


; - 


:- 1- : 


- ; 


: - 


8 : - : 
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- ; 


- 


8, :- : 
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I- 
I- 
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the tim 
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- I- 

n If 



I- :- :- I- 
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8 
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ly 
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da 
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thou 
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8 : - 
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-I- 
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• .. 
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;r' 
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1 


• 


bo- lov - ed 
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d'lt :- : 


:- 


d':- ; 


;-l- . 
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If 
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; - 


d|8 :- 1 


I - 
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I . 
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I- 
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/ : - : - I- i" I 8 1 / ; w ; r 

hear my lute's soft 
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t»f : - : - I - : - : II I r ;d : t, 

"ti: - : - Id : ti : d |8| :- : - 
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crea. 



»r: - 
d8i: - 
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r 
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y 


my song 


to 
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- 1 «. : 1. 1 
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- |8 :- 


1 - 
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; - 




I 



— I — J — , ^ 



n : - 



air, 
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' - 1 


in 


Is 
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; - 1 


I - 


1- 


- 


1 - 1 


! - 


|n 
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! - : 


- 


1- 
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1 


-!« ; 
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/»'• 


s 
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steal 
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Float - inff 
Up - ward 
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I - I 


.-1- J 
» - 1- • 


\ - J 
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n 1 


1 — , 


' 4 < 


; - 


1 

1-1 






d : 


; - 


;-l- 


; - 


:-! . 







/f\ 



d'\* : - : - [ »\ln 

Yet, 
liny 



- I 
-I 
-I 
-I 



2 • - • - 
• • » 

on 
waft 



f :n 



ti:- 
r : - 



- :- \- :- : tAdi I :fe] 




8 : 




• M in * — < 


1 \l 1 


'.t I 


if^'l 


slum • bers, 
real - ing. 


Hush I nor 
FiU thy 


r ! 


1 - 1 
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;- jr ; 


;- : 


;- 
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! - ; 
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I - ' 
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W»"»"" ""»"**»^ ly • 1% » t* 


d :- ; 


1 • • 


wake my la - dy 
dreams with thoughts of 


£ur. 
mo. 




n : - ; 


i-l- : 
:a|8,i 


ir : 


,d|r i 


d ; 


It, 


d :- ! 
•i:- 1 
n :- ! 
d :- 


i-I- ; 
i-l-i 
:-|- . 




- :t,! 
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:«|f ! 
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COME, LBT ITS ALL A MAYING GO. 

Arrangod for mixed voicos by Gbo. Oaket. 
KEY E>. Viijace, M. 132. 

/ P 

i :8.8|8 :8 1 :8 Is :.8 

a Maying go, And 

n f :r |n : .n 



Como, lot us all 

n :n.n|r 



d' :d'.d)|t 

Como, let us all 

d :d.d|8i 

'PB7.t 
i^nA i li 

Lotus go, 



t 



go, 
s 



It 

go, 



go, 

r 



d' 

a 

d 



:t Id' 

May - ing ff o, 
: 8| Id 



d' 



• 8 

And 

.d 



1 .f : f .1 1 8 .n ; s 

light • ly trip it 



n 



Id :n 



light - ly trip it 

f :-.f|n.s:d' 



I 

: I 

P 

:«,di.nilfi 

Let us go. 



let us 
"li.ll 



go, 

r 



P 

f .r It, 

let OS go. 
f|-l||S| 



l|.l,|r 

lotus go. 

ri .f||8| 



-.f 

And 
-.1, 



- .r 

And 

-.d 



n .d : f .r 

trip it 

jd.S: 



f :r 

light -ly 
8| : t| 

r : 8 |8 : 1 

light • ly trip it 

ti :-.8||d :f| 



to 
8| 

8.f 

to 
8| 



and fro, 
8, Is, 



n,r |n 

and fro, 
-.8,|d 



Z. Att$rhHrtf» 

r .n : f .n I r 



to and tco ; 

t|.d: r .d|ti 



r'.d';t.d'|8 

to and fr>o ; 
8 : 8 I 8 



Lot \is^ 

r .r 



cr$8 • cen 

d :d.d|r 

Oome, lot us all 
8| : 8i .8| I 8| 



n 



:n .n |r 

Gome, let us all 

d :d .d |t| 



• do, 

- .r 

a 

- .8, 

- .r 

a 

- .t, 



n : n 

May - ing 
«l : 1| 

d :d 

May - ing 
d : 1, 



r!,r:d.ti|d : — 



• : I : 

P 

8|.ni: n|.d,|l| : 

trip it to and fro, 

: |f.r:r.t, 

trip it to and 

I • 



trip it to and] 



8| : 8|.8|l 
fro, to and 



Id :- 

fro, 
I rii di: 8t.i*i| 

tnp it, trip it, 

|8i : — 

fro, 
I 8|.ni: rii.di 

trip it,trip it, 
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i xt 



light -ly, 
8| : t| 

light • ly 

r : 8 

light - ly, 

t. :8| 



Ilst time. 
f.Bl7.D.C. 

In .d :f .rin .r :d .t||d8 : — 

trip it to and fro. 

8(.8i: 8|.8,| *ir : — 



light • ly 

Id.d: 

trip it, 

|8 :1 

light -ly, 

|d,.d:f| 



8.f:n.r|nt : 

trip it to and fro, 

8,.8,: 8|.8||d,3, : 



2nd timu. 

d : .8| 

fro. Tho 
8| : .8| 



PI 
fro. 

d, 



d .n. r .diti.li: 8i.f 



.d 

Tho 



bells shall 

d|.d : ti.lj 8|.f,: ni.r,J 



8 : n I 

Cue • koo, 
bolls shall 
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t'E\>. 



ni.n: r .d|t|.li: 8|.fi 


ni.n: r .d|t|.li: 8,.fi 


n\ : — 1 

sing, 


* 
* 


ring, and the 


cue - • koo 


d|.d: t|.li|8|.fi:nt.ri 


d|.d ! t|tli B\,f\i Hi.ri 

cue - - koo 

8 :n ' 


d, :- 1 

sing, 

8 :n 1 


:"iti 

The 

:»r' 


ringy and the 

8 :n 1 : 


Cue - koo, 

r :— 1 :d.d 


Cue - koo, 

r :- if ;- 


Cue - koo. 

r :- 1 


The 
:d8 


ring, and the 


cue - koo 


sing, 


The 



ds : n 


• 
• 


Cue -koo, 

t :— Id" : 


beUs 

d'.n':r' 


Khali 

.d'lt.l: 


bells 




d .d': t 


.lls.f : 



bells 



8 .t 

shaUl 

n .r 

shall/ 



8 :n I : 

Cue - koo, 

d :— I :d.8| 

ring, and the 

d<.n';r'.d'|t.l : 8 .t 

ring, and the 

d.d': t .1|8 .f :n.r 



rmg, 



and the 



8 : n I : 

Cue - koo, 

cue • koo 

d'.n':r'.d'|t.l:8.t 



cue • • koo 

d.d': t .1 18 .f : n.r 



cue 



koo 



8 


n 


1 


Cue - 


koo, 




t I 


— 


1 


sing, 

di : 


«i • 


1 


sing, 

d : 


Mi_ 


1 



81 nj?, 



/. 




:d' 


8 


The 


drum 



:d'.d" 

And the 

: n .n 



d' Is 

shall beat, 

I 



t 


:di 


t 


/ 

: 8 


8 : - 


.8 |8 


P 

:n .di 


t 


:d' 


t 


: .t ' 


fife 

r 


shall 

:n 


play, 

|r 


The 

:n 


drums 

r : - 


shall beat, 

.n jr 


and the 

: 8 .8 


fife 

8 


shall 

: 8 


play. 

Is 


And 

: .8 




• 
• 


1 


:di 


t :- 


.d< It 


: W .n' 


r« 


:n' 


r' 


• eX 




• 
• 


1 


The 

:d 


drums 


shall beat, 
.d |8| 


and the 

: d' .d' 


fife 

8 


shaU 

:d' 


play. 
8 


And 
: .8| 



d' : 8 1 8 : f .n 

so we'll pass our 

8 :- .f In :d 

d' :r' Id' ; 1 .8 

so we'll pass our 

li :t| Id :f. 
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I 



Hal 



I 

- .r |pi,f.8 : 1 .8 

le - la - jah, A-men, 



HAIXELXJJAH, AMEN. 

(From <* Judas Maccabeeus.") 



1 .8 



I 



f .r» |f .n 



A - men, Halle - lu- jah, A - 



d 

men. 



/ 



I 



Sandel, 



d .r |n2£«8 : 1 .8 

Hal-le - lu • jah, A-men,l 

d'.t |d',r'.n' :f'.n' 



I 



1 .1 :f .n Ir .n :f 



A • men, Halle • lu- jah, A 

V .ni :r" .d' It .d' : r" 



men, 

d 

lu 
S 

jah, 
1( 

lo 



I 



n 

men, 

di 



f 1- 

• 

A 

- .t|,l( 8| 

jah, Hal 
f |8 


f. D. 

men, 

: - ."ir 

le- 

:-.8r' 

lu- 

• 


1 

A 

n 

lu 

d' 


: •— s 

men, 

:f .n Ir 

- jah, 

:r' .d'lt .1 


Hal - le 

- .8(,1|| t| .8( 


jah, 


d :f 1- 


lu - jah, 


- 


- 


- 



/ A. t. 

:»d.r I n ,f .s : 1 .8 

Halle - lu - jah, A-men, 

:8d.ti Id :d 

Halle • lu - jah, 
:r'8 .f |8 .8 :f .8 

Halle - lu - jah, Hal-le- 

:tn .r |d,rJn : f .n 

Halle - lu - jah, A-men, 



dl 

Hal 
8 

Hal 
8 

Hal 

n 

Hal 



1 .8 : f .n If .n 



A - men, Halle - lu- jah, A - 

- .d : ti .d |si .d : - .ti 

Hal-le - lu - jah, Hal - le- 

X tS • •818 ("tS 



lu-jah, Hal-le - la- 

f .n : r .d |t| .d : 8| 

A - men, Hallo - lu- jah, Hal - 



dl 

le 
8 

le 

dl 

le 
1 

le 



fl 
lu - 

f ,n.r 



jah, 
8 



lu - jah, 

- .r' Id'. 8 



lu - jah, 

- .t Id' 



n' .r ' 

Hal • 



d* 



lu - jah, 



n' :- .r' Id' :- .d' 

lo - lu - jah, Hal- 

8 : - .t| I d,r .n : f .n 

Hul - le - lu - jah, A-men, 

8 :- .f |8 :d' 

Hal - le - lu - jah, 

d : - .r |n,f.8 : 1 .a 

Hal - lo - lu - jah, A-men, 
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1 .8 : f .n jf .n : r 

A - men, Halle - lu- jah, A - 



A. t. 
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jah, 
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Hal 
df, 
men. 
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f 


.PI : 


A 


- meii] 


1 


.8 : 


A 


- men 



1 .8 1 1 .8 : f 

., Hallo - lu- jah, A 

I : 

f .PI |f -n :t 

, Halle - la« jal&, A 
I : 



n 


f.D. 

:fd" 


Ir' 


mon. 





Ju 

If 


d 



:in' 


Ju 

|r' 


menu 



:'d' 


Ju 

Id' 



: r" .r' 

dahyTB- 

:f .f 

dah,T6* 

: r' .ri 

dahyjne- 
:t .t 



joice, 

n 

joice, 

di 

joice, 

di 



.d' | r* .,Pi';f' Ji',r' v 

re-joico, - - 1 

.8 |I :8 

re-joico, ro - 

.n' If" jn':r' jn\{H 



re - joice, 

.d' Id' j',d':t .l,t 



•/ 



n> 



joice, 

d'" 



.d» | r' .,n';f' J^^r 

Re-joice, O 
.8 |1 :8 

Re-joice, O 

.n' I f .,Pi';r' .n|^ 

Re-joice, O 

.d' Id' .r',d':t .l,t 



n^r'il' : 

Ju - dah, 

8 .8 : 



Ja - dah, 

n' .«• : 

Ju •dah, 

di .d : 



.» II 
in lonn 
.1 If 

in aonsB 

.i«< |r) 

• _ 

on bohm 

.di If 



.t 

di- 
.£ 

di- 

.r» 

di- 
.8 



di 

vine, 

n 

vine, 

d* 

Tine, 
1 



.n' Ifi.f :£i.f' 

With cherubim and I 

.t II .1 :1 .1 
.8 If .8 :1 .t 

With cherubim and^ 



I 



n' .pi' :n' .n' r' : 


- .t 


8 


se - ra - phim harmo - 
8 .8 : 8 .8 If : 


nious 
- .f 


join, 

n : 


d' .r' :n« .d' |r',d' : 


t .8 


di 


se - ra - phim harmo - 

• • 

• • 


nious 


join, 



.t jdi.d' :d'.d> 

With cheru-bim and 

.8 |B .8 • 9 aS 

.r' jn'.n* :n' .n' 

With cheru-bim and 

.8 jd .r :n .f 



t .t :t .t Id' 

se - ra - phim harmo 



8 .8 :8 .8 |8 

r' .r* :r' .r' jn' 

so - ra - phim harmo 
8 .1 : t .8 |d' 



- .d' 

niousj 
- .8 



nious 1 

- .d 



jom. 
8 



join. 
8 



A. t. 

•d.t I PI ,f .8 : 1 .8 

Halle - lu - jah, A-men, 

'«( 1 8, : f I 

Har • mo - nious 

tn.r |d£jn :f .pi 

Halle - lu - jah, A-men, 

«d Id : - 

Har • mo • • 



1 .8 : f .n |f .PI : r 

A - men, Halle - lu -jah, A - 

d :d Id :t, 

join. Hal - le - lu - 

f .n : 1 .8 |1 .8 :f 

A - men, Halle - lu* jah, A - 

— : — I — : r 

. • • nious 



mon, 
d 

jah, 
n 

men, 

d 

join, 



f. D. 

I In' 

and 
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and 

|nt 

And 



in 
8 

in 
t 

in 
8 
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songs 
f 

songs 

d' 

songs 



8 

join. 

n 

join. 

di 

join. 

d' 



Is 

di 
If 
di 

Ir' 

di 
It 
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vine 

n : 
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vine 

n' 


m m 


vine 
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:d'.t Id^r'jii :d'.8 

Halle - la • jah, A-mon, 

: 8 .f |8_jf Ji : f .n 

Halle - lu - jah, A-men, 

:ni.r' |d' .t :d'.t 

Halle - lu • jah, A-men, 

:d .r |n,f .8 : 1 .s 



I- 
I- 
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I- 



:d' 

har - 
: 1 .8 

har - 
har - 

:d' 



d'.8 :U.d' |U.d' :t 

A- men, Hal-le - la • jah, A 

f .n : 1 .8 |1 .8 : f 

A- men, Hal-le - lu - jah, A 

d'.t :d' .8 Id' .8 :r' 

A- men, Hal-le - lu - jah, A 

1 .8 : f .n |f .n :r 



II 



mo 

1 .8 : 1 .8 



mo • • 

f .n' :f< .n' 



mo 

d' 



men, 

n 

men, 

8 

men, 



r' : — 
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f .n :f 



nious 

r' .d' : r» 



nious 
— : t 



I 



:r' 


k' 


A - 
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: 8 


8 


A - 

:r' 


men, 


A - 

: t 
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d' 



: t 
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A - 

:f 
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splendourshines 

PI .f : t| .8 



8 

car 

de.r 



ONE 

8 



:?.f 



dayfor- 
8 .8 



f» 
ci 

1 

r' 

ONB 

r 
r' 

la! 
t 

la! 

S 



1 .t 

ty and 

f .£ 

day for 
r .8| 

/ 

•s 

And 
.8 

• S 

Our 
.8 



d' 

town. 

n 
di 

get. 

d 



•d^ 

Trala 

.d,n 

Trahi 
•dyPl 



.fe,l : 8 

la la la 

.fe,l : 8 



8 

la 

8 

la la la la 

8 .fe,l : 8 



8 

town, 

n : 
d' : 

get, 

d : 

rit, 

la 
.dl 

la 

.dl 

la 
.8 



8 .8 

ol or 
8| .8 

- .PI 
And 

- .d 

- .n 

Our 

- .d 



lal 
t 

la! 

8> 
la! 

8 



t .,d': r' ,n' 



lov - ing-ly 
8 : 8 .8 

8 .,1 : t .d' 



tune - fulquar 
8 : 8 .8 



down, 
8 

r' - 

-tet, 

8 



: n .n 
:d>.d> 

ing oor! 

:d.l| 



And 



• ^ 



- .ri 

Ourl 
- .8 




.t 

glad - lyweTl 

r .,n:f .f 



and our 



cares 

r .,n : f .r 



d' .de': r' .n» 



has - tenfromj 

8 .ta : 1 .1 



fT\ 



8 

la 

8 

la 

8 



^^ a tempo. » 

dl 

glad 

n 
dl 



:di .d' 

ly we'll 

: f .8 

:di .d' 



cares 

d 



and our 
:r .PI 



d' 

has 

1 

d> 

trou 



1 .r' 

ten from 
f .f 

d' .ri 

bles for 

f .r 



8 
ci 

n 

dl 

OKE 
8 



.d^ 

Trala 

.d,n 

Trala 

.d,n 

1 .t 



ty and 
f .f 

8 .8 

day for - 
8 .8( 



8 .ni : r' .dei 

trou - blesfor^ 

n .8 : f .n 

rit. 
PP 

: .n' 

Li 

.dl 

la 

.dl 

la 
.8 



8 

la 



ie,l ! 

la la 

.f e,l : 8 

la la la 

ie,l : 8 
d» : 

town. 

n : 

8 

get. 

d : 



/rs 
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n' :dM 

hie throoghtbe 

8 : s .f 

di : di .d' 



way 

d 



to the 

:n .f 



8 
for 

n 

d' 

for 

S 



fe .,B : 1 •r 



wan - dera - 

r : r .fe 
d' : di .d' 

"red - let-ter 

r ./I : fe.r 



s 

bont; 
8 

t 
day!" 



:d'.8 

eabyriOi 

: n .n 
: d' ,d« 

est, a - 

: s .8 



P 

.8 

While 
.8 

.8 

This 
.8 



8 : r .8 

laugh - ter and 

f :f .f 



ri 



way 

8 



and a - 

: 8 .8 



shout, 

n 
di 

way, 

d 




.8 



gold -beams are 

ti .yd : r .n 



8 
life 



8| .,1|: t| .d 



gUnt - 

n .f : 



8 .8 

has not man - 



de.r 



: - .8 

Its 

:- .n 
:- .d' 

Our 

:- .d 



glades 

8 

d' 

hoi 

d 



:di.l 

and its 

:8.f 
:d'.di 

- i-day 

:n.f 



poco rit. 



8 .8 



ingoer 
t| .8 

8 .8 

y, then 
8| .8 



t i^diTF.n' 



pU - lar and 
8 : 8 .8 

8 ^1 : t .di 



wel - come the 

% : 8 .8 



8 : d*.n 

elois - teniralli 

fl • fl afl 

d* : d*.di 

bright - ens a 

d :d.l, 



V 

arch, 

8 

few, 
8 



Well 

- .8 

- .ri 

A?mh^ 

- .8 



a tempo, 

n' : 



n' .n' 



roam 'neath the 



8 


: 8 .8 


d' 


: t .ta 


sonls 

d 


that are 

:d .d 



sha 
8 

1 



1 ,r' 

dowsof 
f .f 

1 .1 



grate - fiil,and 

de :r .r 




1 .8 



- denand 

:f .f 

8 mT': d' .t 



hearts that are 
8 : 8 .8 



8 

larch, 

n 
di 



trae, 

d 



lin - 
1 

r> 

hearts 

r 



r' 

la! 
t 

8* 

Li! 
8 



1 .t 

den and 

f .f 



r' .r' 

that are 
r .8| 



di : 




larch. 




n 


.d,n 




Ttala 


di 


.d/i 


tme. 


Trala 


d 


.dyPl 



a tempo. 
f > 



.8 

Well 
.8 

.8 

Witl^ 

.8 



roam 

n 
d' 

■enls 

d 



8 

la 

8 
la 



.f e,l : 

la la 

.f e,l : 

la la 

.fe,l : 



8 

la 

8 
la 

8 



rit, 

<? 

la 
.d' 

la 

.di 

la 
.8 



- .n 

We'll 

- .d 

- .n 

With 

- .d 



:>- 

r' 

la! 

t 
la! 



la! 



:d' .d' 

'neaththe 

:f .8 

:di .di 

that are 

: r .n 



d' 

sha - 
1 

d' 

grate < 
f 



:1 -r' 

dowsof 

:f .f 



:f 



.r' 

and 

•r 




.t 

roam 'neaththe 

r mTi :f .f 

1 .8 

that are 

f .r 



.8 



souls 
r ^ 



d' .de': r> .n' 



aha - dowBofJ 

8 .ta ; 1 .1 



8 .n 



rT\ 



.d/i 

Trala 

•d/l 
Trala 

.d^ 



8 

u 

8 
la 

8 



8 

Hn - 

n 

d' 

hearts 
8 



1 .t 

den and 
f .f 

8 .8 

that are 
8 .8| 



grate - liil,aiid| 

n .8 : f .n 
•n* 

la 



•f e,l : 8 

1a 1a ki 

•feil : 8 

1a la 1a 

.fe,l:« 



di 

laich. 

n 

8 
tme. 



.d' 

ki 

.di 

.8 
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KIT B!7» 



SXJirSHINE APTEB BAIN. 

Firmly and in moderate time, (Cop3rriglit.} 



.»! 
l.I 

2.1 

.d 

3.1 

.df 



d .8| :n .r4 

left mj lore in 
8| .rif : 8| ,f{ 

left my lore in 

d .d :d .t| 

sooght my lore in 
Pll .df : Sf tSi 



dig • 

Eng - 

d .t|,l| 



; 8| .81 

land,In 

landyAnd 
: 8| .l|,t, 



Eng - 
li .8i,f| 



land, And 
Hi .ri 



n .d 



pov-er - ty and 

ni .fi : 8| .If 

sailed the stormy 

d .d : d .a 

brought her o*er the 

d| .ri : r\{ »f\ 



F.t. 

'8 .8 



Kenry Lahee* 



pain^The 

sea, 
t|n 

sea; 

•id 



r 



tears 

- .d 

To 

- .8 

A 

- .n 



-^^ hung hea- vy 

f .f :f .f 

earn my bread by 

f .,Pi : r .t| 

hap - py man,a 
r 3 ! t| .81 

r .t| : 8| .81 

all I had, Be 
mom till night, And 

half of 

strovo fhmi 

largo, my 

d X^i\ .8 

wants aro small,l 




.8,f:n .8 

in my eyes,Bat 

f .jv : d .tai 

dai- ly toil, An 

d .r :n .d 

hap-py wife. To 

li .ti : d .rii 

pressed the ris - ing 
saVd my lit - tie 

dei :di 

all I 

mom till 
wants are 

8 : - .fe 

bid (my care) do- 



een - do. 

f .jr^n : f .r,n 

kept my courtage 
f( .8( \\\ .lai 

made the lit - tlo 

i\ S :f .n 

proad,yot grate-ful 

ri .r :r .d 

&t. Co, fNew.J 



T 

high. 

«( 

more. 

r 

heart. 
t( 



: 8 .,f 

"Olfare- 

: 8| .,8| 

Oh! at 

• t| t,t| 

Oh! the 

• 8 1 .,81 



8 .tjn : n .r 

hers came down like 

li .r,d : t| .ti 

hon-est man and 

d .1 :s .f 

bless my home and 

fi .r, :8| .81 



sigh, 
store; 

d, 



f-Bt^. 



^ni 


• 


rain. 


*«i 


.»! 




(I 


free. 


\l 




(My 


«t, 




me. 




•»•! 


.81 



p 

: - .81 

I 
2.1 

gave 
wrought 
fiirm 

: - .t| 
My 

:8( 



li .If : 1| .tifi\ 

gave her half of 
wrought ft strove from j 

— :fei 

her 
and 
is 

d .d :d .d 

farm is large,my i 




n .n 



n 



thinking of 
8| .861 : 1| 



. r,d 

tte 



pyf >r,n ; d .r 

weU,"I said," if 

8| .t| :d .fei 

length I bought the 

d .f : n .r 

children smil-ing 

d .81 : 1| .ri 



ev - ry snm*mer 

n .r : d .t| 

sit be - neath my 
d .t| : 1| .861 

t|,d .l|,ti: 81 .li,ti 



d .d 

days to 
Hi .PIi 



eres - 

: d .T,n\ 
come, I 

:f. .fi 



sea - sons pass,And 
8| .fOi : 8| .8| 

field I ploughed,The 

r .d : t| .r 

round the board, Ne'er 
8| .ri : 8| .f| 



gave me wealth, And^ 

d .tai : 1| .81 

own oak treejWith 
1| tSi : f| •Ml 

d .d ;f,-8 A-f ^ 

sun- shine fol - lows] 
8| i8| :8| .81 

Sim- shine fol-lowod) 

d .n :r .d 

ask for bread in 
PH .n :t| .d 
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n .r 



..f 



f%{ .r/i : d .r 



rain, 


And 




morning dawns on 


»i 


:»i 




•I .ti :d .foi 


rain; 

d .tt 


Tho 

:d 

The 

:1| 




morning dawn'don 

n .f :n .r 


rain; 


day has dawn'd up 

d .8| : 1| .ri 



t|*U •l|tt| I 8| eSl 

diEirkost night,Tou'll 
fl .fei : f| .fi 

that dark night, And 

r .d : ti .t| 

•on tho nightyThe 
•l .ri :i| .f( 



8 ef tn ; n . r,d 

see me baoka- 



/^ 



8| .8| 



■i: 






I went back a - 

d .d :d et, 

sun hat fol-lowed 
Pli .di : 8| eSi 



gain 
Hi 

r- 

rain. 



tt 



;=! 



Wordn by 
Coleridge, 
P KBY B7. Canmoio, M. 88. 

: ft 8 

If I 
: n n 

: ft ft 

If I 
:d d 



: - .» I n 

had but 

:-ji|d 
: - .ft I ft 

had but 

:-.d|d 



ft 

two 

n 
ft 

two 



IF I HAD BUT TWO LITTLE WINGS. 

(COPTBIOHT.) 

crei, 

if :-Ji|n :n n :-.n|d 

lit - tie wings, And wore a lit 

n :-.d|d :d 
1 :-.l|l :1 

lit • tie wings, And 

1. :-.l.|li :li 



d :-.d|l, 
1 :-.l|n 



were a lit 



n 

tie 

d 

1 

tie 
•i 



Musio by 
Henry Smart, 

i : -.r I r : r 

foath • 'ry bird, To 

d :-.d|d :d 
r : -.1 I 1 : 1 

feath - 'ry bird. To 

f oi : -.f e| f e : f e 





:n |d> :-.t 

dear. To you, to 

r :d In :-.r 

8 : — I : 86 

dear. To 

d ;— I :n 



I 

r 
1 

you 
li 



n 

I'd 

n 
di 

I'd 
1| 



It 

fly, 

r 

Ife 
fly» 



-.1 



I ^ 



• . 



( ^ 



my 
•d 

efe 

my 

.r 



1 :- 



deur. 

d : 


■iH^^»«a 


ti 


f e : 





1* 


dour. 

r : 


— 


\*\ 



9 



P 

But 



/ 



t 
t 

• 
* 


1 :t 

But 

1 :r 


: 1 :ft 

p —==:__ But 
t| :r If :f 

thoughts like these are 


St, Co, 


(Neic.J 



r' : - .d'l d' : n 

thoughts like these, but 

8 :- .8 |8 : d 
t :-.d'|di :8 

thoughts like those, but 

f : - .n I n ; — 

i • die things. 



erea, 
8 



:d' 



n' 



-.d' 



thoughts like these are 

n : 8 1 8 : 8 
di :8 Id' :-.8 

thoughts like these are 

— :n |d :n 

liko these are 



t 

i 
d 

8 

i 
f 



dim, 

.111 :s 

die things,and 

.did :d 
.f|f :8 

.dlethings,and 

.f|f :n 

dlethings,and 



46 



ADDinONAIi EZEROISES. PABT n. 
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- If 



1^ 

stay 
t 

stay 
|8| 

stay 



n 

kero, 

d 

here, 



r Id 

and I, 

se |1 

here, and I 

d : Hi I li 

here, and I 



f 

and 

r 

and 



:fi 

stay 




d :- 

here, 

d :- 



here, 
8 

here, 

n 
d : 

here. 



I- 
I- 



-\-\ 



P 
8 

But 

n 

8 
Bat 

d 



8 

in 

n 

8 

in 

d 



- .8 n 



8 



my sleep to 

-.nfd :n 

- .8|8 : 8 
my sleep to 

-.did :d 



d' 

you 
n 

1 

you 
1. 



• ^, 



• _ 



.n|n :n 

I'd fly; I'm 

.d|d :d 
.111 ;1 

I'd fly; I'm 

.Ifjlf :li 



n 

al . 

d 

1 

al - 
1| 



-.n|d :n 

ways with you 

-.d|l, :d 
-.lln :1 



ways with you 

-.l,|li :8r 



I 

in 

d 

r 

in 



- .rlr : r 

my sleep ! The 

-.did :d 



-.111 :1 



my sleep! The 

.f e| f e : f e 




f :n jd' :-.t 

own, The world, the 

r : d In : - .r 
8 : — I : se 

own, The 

d : — I : n 



1 : n 

world is 

d :n 

1 :d« 

world is 

1( :1( 



It 

all 

|r 
Ife 

all 

r 



:-.l 

one's 

:-.d 
: -.fe 

one's 

: -.r 




own, 

d :- 


It. 


fe : — 


I> 


own. 

r : — 


Is. 



p 

:s, 

But 



I :t 


^l .. 


.d'Idi :n 


Ci'CS, 

8 :d' In' :-.d' 


t :- 


.111 


: 8 


But 

:' 1 :r 


then 

8 : - 


one wakes, hut 
.8|8 :d 


then one wakes, And 

n : 8 1 8 : - .8 


where 

8 : - 


ami? 
.f|f 


All, 

:d 


1 : 8 


t :- 


.d'l di : 8 


d' :s jdi :-.d' 


d' :- 


.d'l d' 


: 8 


^ "7 But 

t| :r If :f 


then 
f :- 


one wake8,bat 

.n 1 n : — 


then one wakes, And 

— : n Id :n 


where 

f :- 


ami? 

.f|f 


All, 


than (me wakes, and where 


ami? 


One wakes, And 


where 


ami? 


AU 
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70C0 ritard. 



dim, 
8 

aU 

r 
1 

aU 

r 

aU 



li : 

stays 

ri : 
ti : 

stays 

fi : 



8| 
not 

d 

not 

ni 



n : - .d 

though my 



a :-.8| 
8 : - .n 

though my 

8| :-.s 



f :n 

while 'tis 

di :t 

while 'tis 

I :8 

while 'tis 



:f 


n : 


a - 


lone, 

d : 


• — 


8 


- 


lone, 


: — 


d : 


m 


lone^ 



- I- :f 



r : — 
t 

a 

8| : — 

a 



8| : - .d 

though a 

8| • ~ • 8| 

d :-.8| 

though a 
Hf : - .Pli 



r 

aU, 
86 

all, 

ni 



Id 

all 
II 
aU 

|1( 

all 



AU, 

: r 

a - 

:1 

a • 

:fi 

a - 




mon ' 

fi : 



mon 

ri 



• ^ 



.t|| t^ : 1|.8| 

ardrbids; Sol 

.f,|f, :f,.f, 
.8|| 8| : l|.ti 

arch bids; Sol 

.r,|r, :ri.r, 



cres. 

n 

love 

d 

love 

di 



• _ 



.r|d 

to wake 

.f.Ui 

.t,|n 

to wake 

.r,|n, 



PI ; r 

sleep he 

d : t| 
8 :f 

sleep be 
8, : 8| 




gonoj 

d 



n 

gone 
1| 



For 

d 

For 



- :t, 

For 
d : 861 

though my 

In :r 

though my 

I Hi : — 

For 



though my sleep 

li :fi Ifi 

sleep, my 

d :r 



sleep, my 



sleep 

|r 

sleep 
I 81 



d :- 

lone, 

d :- 



I- 
I- 



lone. 

8 

lone. 

n 

d 

lone. 






ti 

e'er 

n 

e'er 
Hi 



li Id .tt : li.t 



be 
fl 
be 

r 

be 
8| 



:1 

yet 

r :d6 

dark one 

1 :8 

dark one 

f :n 

dark one 



8 



:-.f|f : 

while 'tis dark, 



r 

shuts 
1 

shuts 

r 



-.rlr :-.d 



one's lids, yet 

-.llr :- 



one's Hds, 

d |t| :1| 



shuts one's lids, one 



though my sleep be 

:r' Td' :t 

'tis dark one 



B!7.t. 
ml, 

Sleep 
■|d, 

nil 

SLeepj 

dff 




f. e!7. 
d8 :- ' — 

gone, 
m,t, : ~ • -. 

gone, 
dg ; — — 

gone, 
^81 : r I 8 

gone, yet while 



yet 
t 

yet 



d :t| 

while 'tis 

r :f 

while 'tis 
8| : — 

shuts, 



dark 

r' 

dark 
f 

one 



8| 
one 

r' 

one 



1 : - .8 18 : - .1 

shuts one*Blidfl, And 



r 


' ,n n :d 


shuts 

t : 


one's Hds, And 

- .d' d' : 8 


shuts 


one's lids, And 


f : 


-.n|n :n 


shuts 


one's lids, And 
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dim. 



8 

stiU 

r 

stm 
1 

stm 

r 

still 





n 




• 


poeo ritard. 




If :- 


: — 


- :f 


n : — I— : r 


d 


dreams 

|r :- 


on, 
d 


: r 


And 

Id :r 


still dreams 

d :— It, : — 


on. 

d 


dreams 


on, 


and 


still, and 


still dreams 


on. 


t : — 


8 


: 86 


11 :- 


8 : — I— : — 


8 


dreams 


on, 


and 


BtiU 


dreams 


on. 


Ik :- 


d 


:ni 


111 :fi 


•• ••' il;, ;I, 


n 
d 


dreams 


on, 


and 


still dreams 


on, and still dreams 


on. 



Words by ANOEL OF HOPE. 

Geo, Benmtt. (Arranged for mixed voices Dy Ajlfbbd Stone.) 

KIT D. Sostenuto eon esprestione. 

Solo — Contralto. 

d 



• 
• 


1 


.«! : 8\ 


.«, 




1 


. As sweet to 


p 


2. 

t 


Blestangel, 


n : — 


1- 




Hm, &c. 

d :- 


1- 


• 


8 : — 


1- 


• 


Hm, &c. 






d :- 


1- 


• 


n :d 


|/i 


:r 


«i 


gent - ly 
pea - sant 


as 
thou 


the 
art 


dov< 
deal 


eres. 






1!> 


n : — 


|r 




— 


d :- 


1- 


• 


ti 


Hm, &c. 






- 


8 : — 


11 


• 


8 


d :n 


If 


:fe 


8 


SL Co. (Ni 


3W.J 





- .d \d 



"wea 
dark 



ry hearts 
were life 



r ,n 

as 
with- 



. :- I- :- 
. :- I- :- 



B 



•f :/ I 



slum • 
out 



ber, 
thee, 



8 : — 



Music by 
G, Reichardt, 



• r 



r .r 



And brooding 
To prince & 






I- 
I- 



I ,8 \ 8 .8 

When earth'slow- 
Noragenor 



8 \ t *l \8 ,f \n ,r 



- 1- :- 



press - ing 
youth can 

f :- 

t, :- 



cares en - 
ev - er 

I- :- 

I- :- 






8| : — — : — 



r ,d : d 

cum - ber, 
doubt tiiee, 

n : — 
d : — 
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I ,d ir .n 

Bright Hope oomes 
Thy radiant 

I- :- 
I- :- 

I- :- 
I- :- 



: -.r |(? : t .1 



mis - Bion'd from 
pres - ence all 
cre». 

t : — 



ti :- 

Hm, &C. 

s 



Ife 
d 



a- 

xnust 



- II :- 
:- I- :- 



8 : — 

boye. 
cheer. 



8 



8 

8| 



:d 



Where gloom'd the 
Sweet Seraph, 

I- :- 
|r :f 



: 1 It : r> 



- I 



i> 

doQd, 
who, 



i< :- 



jde> 
II 



ry 
- den*s I 



- .9 1^ : I ,8 

a glo 
whonE 

- II 



«./:/ I 'f:8.l 



brightens, Where sorrow 
por - tals Shnt in those 



ti :-.r|» :-./ 

wept, there glad - ness 
scenes so mr and 



8 



I 



pt : — I ,8i: 8{,8\ 

smiles ; While trusting 
bright, Still deign'd to 



8 

n 

d> 
d 



1 



d ,r : n ,r \ d ,n : 8 ,ta\ 

fedth the spi - rit 
so • lace £Gd - len 



f :- 

Hm^ &c. 

ri : — 



f :- l« 



ri :- I- 



8 



n : — — : — 






d' :- 
d : — 



I- :- 



ta.l : I 



Hght- ens, 
mor - talis, 

f :- 
d :- 

Hm, &C. 

d' : — 
f : — 



t.l:l 



And aimless 
Andha-lo 



re : — 



light - ens, 

n : n 
d' :d' 

mor - tals, 

1 :1 



1 
fe 



.d':t.l 

And aimless 



d^,8 : n ,d\ 8\ 



m »r 



donbt no more 
earth with heay 



be- 
n's de- 



n 



8 
8 



- If 

- It, 

- Is, 



es 



guil 
light 

n 



8 

d 

ten. 



y Quicker. 
— I .8 : 8 .8 

1. While trosting 

— I .n:n.n 

- I .d':d'.d' 



2.Stmdeign'dto 

— I .d':d'.d 



86 i 

faith 

n 



ri 

60 

t 



.1 :8 .f 
.d':di.d 



Andha-lo 

.f :f .f 



8 : - .s|8 : - .f 

doubt no more be- 

n :-,n|r :-.r 
d' : - .d'j t : - .t 

earth with heavVs own 

8 •^•S|S •^•8 



n : 

guiles, 

r : 



t : 

light, 

86 : 



I .n:n.n 

And aimless 

I .d:d.d 
I .1:1.1 

Andha-lo 

I .1:1.1 



- .86] SO 
the spi 

-jn In ^ 
-.ri|r' 

lacefjol - 
-.t It 



-.S6i 

rit 

-.n 

len 
-.t 




: 8 .f 



no more be- 

d :f.n|r : - .r 



di :-.d'|t :-.t 

earth with heavVs own ^ 

f :-.f|8 :-.s 
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PI : — 

guiles. 

d : — 

d' :- 

light. 

d :- 



8 



: t J 



Lin 



f :- 



us, 



r 


2 -^ 


8 


: — 


US, 




S( 


• ^^" 


7 


: 8 


lin • 


' gcr 


f 


• 


still 




r 


• 


di 


:t 


stiU 




8i 


• 



8 ,f:n ,r 



ger, 



StiU 



Coda 

8 
An 

n 

8 

An 

d 



lin 
eres, 

n 



lin 

d 



di 

lin 

d 



I- :- 



1 : 


8 : 


« pritno, 

n :n 


An 


gel of 

Id :d 


Hope 

ti : 


8 : 8 

gel of 

Id :d- 


8 : 

Hope 

d : 



tnolto espress, 

gel of 



I- 
I- 




- If :fe 



- Ir 



: re 



I- 
1- 



n 



near 


d 


• 


1- 


US. 


- 




• 

• 


n 


• 


f 


lin 

d 




1- 


• 1 
• 

• 


di 


• 


1 


lin 

d 


• 


1- 



n 

ger 

d 

8 

ger 

d 



— xt J 



ger, 



8 : 86 1 1 : — 



- If :- 






- :- If :- 






- if :- 

near 

- Id :- 



- II :- 

near 

- Id :- 



d :- 

Hope, 



n 



: 8 



lin 



:n 



8 : — 

lin 

d : — 




lin • ger, 
PP 

8 : — 



ger, 

n 



d' :- 

ger, 

8 : — 



rf' :- 



n : — 



us. 

d 



8 : — 



us. 

d 




still 






P KEY O. M. 88. 

.(n) n 

1. The Spring, 
/8|) 8| 

.(d) d 

2.Come 

.(d) d : 
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:d 
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18 
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:d 
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n 
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S| 

n 
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us 
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; f .n 
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^1 



leave 



gra 
If 



.d 

the 
.8, 

.n 

ces, 

.n 



8,f ,- :f,n.- In 

smo 
S| 

r 

with 
ti 



:8| 
:d 

thy 

:d 



town, 
I 81 

d 



wiles, 

|8| 



: r 



:t, 



n 

From 
8| 

d 

Gome 

d 



D. t. 

.PI I's 

the mall 
.8( I "id 

.d Irg 

and wo 
• d I t,n 



• ^^ 



• .^ 



and 

.n 

• 8 

war 



t .d' :r' .t Id' .t :d' .r' 



from 
8 

8 

mor 

r .n 



the 

: 8 

: 8 

ry 
:f .T 



ring, 

|8 
be, 

In .f 



:n .r 



cres, 

n\f '.- : rU . 

Ev* - ry 

8 : 8 

8 : 8 

Who flhall 

d,t|.- :r,f.- 



- Id' 

one 

|8 



8 

be 

n 



- .1 

has 
- .f 

- .d' 

80 
- .f 



8,f . 

ta 

n,r . 
d^r'. 

blest 

8 



- : n 



ken 

: d .,ti 



- : B 

as 

:8, 



n 

wing, 

Id 



we. 

Id 



:n .,f 

Ev' - ry 

: n .,r 

Who shall 

: d .,r 



one, 

d 

8 

4>e, 

n 



:1 .,t|d' 

-ev* - ry one 

: f .,f 1 8 



: d' .,r' I d' 

who shall be 

: f .,r I n 



- .r' 

has 

- .1 

- .1 

so 

- .f 



iV^'.- 

ta 
8 

d^r'.- 

blest 
8 



; r',t . 

ken 

: 8 

:t£'.- 

as 

: 8 



- Id' 



wmg, 
|8 

In' 
we, 

d' 



: 8 

has 



: 8 



:d' 

so 

: n 



1 


:fi 


ta 
f 


• 


d' 


:1 



blest 
f 



|r' 



ken 

If 
It 



as 

Is 



:t 



: 8 



wing. 

n 

8 

we? 
d 



^7\ 



d' :- I- :- 






f. O. ff Much Blower, 

■ r .r : — |r .r : — 

Clo-e, Strephon, 

"ti.ti : — |1| .r : — 

d'8.8 :- Jl .1 :- 

do-e, Strephon, 

d'8.8 :— If .fi : — 



n 

Co 

r 
1 

CJo 



:n 

ry 
:d6 

:1 

ry 



If 

don, 

Ir 
II 

don, 

Ir 



AU 

d 
1 

All 
f 



.d Id 

are fled 

.d Id 

.1 |8 

are fled 

.f In 



.d 

and 

.d 

.8 

and 
.n, 



r :r jn : — 

all are gone ; 

d :t| Id : — 

8 : 8 1 8 : — 

all are gone ; 

ri : 8| |d : — 
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P Original time. 

fjn.- 

What 

d 
d 

What 
1. 

f .n 

come, 
1| 

r .de 

comey 
ri .Hi 



Come, 

d 

n 

Come 

d 



8,f,- 

worth 
t| 

8 

worth 
f 

Come, 

d 



Come, 

ii 



:f^ 


1.- 


11 : 


• 




l^'s 


:d 




Id : 


:d 




Id : 


• 

IS 




left's 


:li 




111 : 


: r 


.d 


ti : 


come a- 

: li .li 


way, « 

t, : 


: r 


.r 


Ir : 


comea- 

:fi .fe, 


way, 

»i : 


• «. 


.n 


f : 




Au- 


re - 


: - 


.d 


d : 


: - 


.8 


1 




An- 


• re - 


I — 


.tai 


li : 


:i%i 


1 ^^ 

• 


d : 


your 


stay, 

d : 


: 8 




8 : 


youp 


stay, 

n : 


: 8 


.f 

le, Ai 


n .f : 


com 


i-re - 


:r 


•r 1 
.r 1 


n .r : 


: r 


8 


come, Ai 

: t, .t, 1 


i-re - 

d .r : 



- .f 

not 

- .d 

- .d 

not 

- .1| 



8 .8 

come a' 



worth 

d 



your 
It 



d 

8 
lia, 

ta, 



I .f 

lia, 

d .r 
g .1 

lia, 

n .f 



d 

worth 
8| 

8 
way, 



your 

f. 



it 

stay, 
8| 

d 

stay, 

ni 



: t| .ti 

come a 

:r .r 

come a 

: f I .f I 



way, 
d 

- wav. 



come, 

d 



come, 
1| 



8 .8 

come a- 

d .d 
n .n 

come a- 
8| .81 



erea. 

f .n :f .r 

Come, come, Au 

t| .d : t| .r 



8 : 8 .8 

Come, come, 

r .d : r .t| 



Au 



Come, 

d 



8 

(vome, 
8 



way, 

d 



way, 
f. 



n 

-re 

d 

8 

re 

d 



come 
t| 

8 

come 
8| 



- .de|r .f 



1 .8 



; — 


Come, 
If 


An- re - 

:- .1, 11, 


lia, j 


— 


r 


:- .n |r 


:de ( 


— 


Come, 


Au-re - 
:- .81 |f| 


lia, I 


; 8 .8 


8 




• \ 


cornea- 


way. 


;r .r |n 

come a - way, 

;ti .t, Id 


; 




I 


come a -way, 

: r, .n 1 d| 


: 1 


i 


1,8.- : 


f/i.- |r 


: - .r \ 


— > 


What 

li : 


is left's 
1| It, 


notj 

:- .t, f 


— 


f 


f |8 


: - .8 k 


— 


What 

f : 


is left's 
f If 


not) 

:- .f / 


f 


n : 


r .n jf 


•~ \ 


lia, 

r 


come, 

d 


come a - way, 
t| .t( jd 


:- ) 


1 


8 


8 .8 jf 


'- ( 


lia. 


come, 

8| : 


come a - way, 
8| .8, jl. 


:- ) 


- .r 


n ,f : 


8 .1 |8 .f 


:n .r V 


a- 
- .t, 


way, 

d : 


d'.d jd" 


:d .r i 






Come a- way. 


come a- \ 


- .8 


8 : 


8 .f |8 


: 8 .8 I 


a- 
- .81 


way, 

d .r : 


n .f In .r 


:d .t, 1 
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n .f 


: 8 .1 |8 .f 


: n .r 


d 


:d .'d Id' 


: d .r 


way, 

8 


come a - way, 

: 8 .f Is 


comea- 

: 8 .8 


d .r 


m m 

:n .f n .r 


rd'.ti 









n 



way, 
8 



eres. 

Is 

Come, 

I 



I 



n 

Come, 



:- .81 

Au- 


«i : 

re - 


: - .n 

An- 


n : 

re - 



ii 


p 

1 f.r.- 


: d,t.. 


lia, 


come 

Hi 


a - 

:8| 




P 

Ir,f.- 


:n,r. 


f 


come 
If| 


a - 

:8i 


Ua, 







r 


:d 


way, 
8| 


• 


f 


:n 


way, 

d 


• 



Is :-.8, 


il 


:li 


Come, Au- 


re 


. lia, 


1 : 




• 
• 


1 : 




• 
• 


In : - .r. 


n 


:f 


Come, An- 


re 


- lia, 



/^ 



I- :- 



f : 


r 


come 

li : 
r : 


f 


come 

f. : 


— 



Id 


:t( 


a 


. 


Ix 


• 


In 


:r 



a 

Is, 



d :- I- 



way. 
«l 



way 






• _ 



Words by 
John Oxenford, 

XET D. Andante. 

P 

8 .,8 :di .t : 1 .8 

first themountain rill is 

n .,11 : 8 .f : n .n 
8 .,8 :n' .r' : d' .t 

first the mountain rill is 

d .,d : d .d : d .d 



AT FIB8T THE MOnNTAIN BILL. 

(Part-song from ** Jessy Lea."} 

(T. S. Copyright.) 



At 
At 

..d 



:f .f : 8 .1 



weak, And from its 

n : r .r : r .r 
1 : - .r :n .f 

weak, And from its 

r : - .r :r .r 



pns 

f 



:r 

■ on 
:t| 

:f 



pns - on 
8| : 8| 



: 8 .f 

scarce can 

: r .r 
: 8 .8 

scarce can 



Music by 
O, A, Macfarren. 



: n 



break; 

r ;d 
8 : — 

break; 

d :- 



: 8 .8 

Then each 



A. t. 

'8|.si :n .d : t| .r 

Then each pebble in its 
>^8|.8| : 8| .8| : 8| .8| 

■ d :- .d :f .t< 

peb • ble in its 
^iHiJIi : d| .Pli : X\ .f I 

Then each pebble in its 
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d .,n : 8 


• 


.8 
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8f :8| 


:d 


e- 


d :d 


:n 




way Seems 


e 

:a, 


• 



way 



Seems e • 



/ 

8 



dim. 

:- .f 



nough 

li .,li: li 
r .,r : r 



n .r 

its course to 

:t, 
:f 



nough its course to 

ri nritr, : si 

nough its course to 



r 


;n 


stay. 


:d 


f 


:n 



stay, p 

di : d .,d : d .d 



1 



stay. Spreading as it / 
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■r'.,d':t ,1 : 8 .f 

Spreading as it glides a- 

"t .,1 J 8 -^ • n -r 



8 

a - 



cres. 

ds : — 

glides 

P 

8 .,8 *• ^0 'S • 1 *l*l' 

And its path is broad and 

r .,r : r .r : de.de 
ta : — : 1 .1 

strong ; And its 

8 •y8«B *9 • 9 ID 

And its path is broad and 



n : : 

long, 

d : 

mf 

inUr'rd' .t : 1 .8 

Spreading as it glides a- 

8 : — : — 

long. 



mf 
Soon it is 

r' .,d':t 

8 

long, 

8 ; - 

Soon 



.d< 

a 
.1 



.8 

it 



t .1 

torrent 

8 .f 



8 .8 

is a 



free, 

r : - 



1 .,1:1 

path is free, 

f : — 




8 .j8 : fe .8 : 1 .n 

And its path is broad and 

r .,r : r .r : de.de 

8 .,8 .• .8 .8 .8 

And its path is broad and 

tai : — : 1( .1| 

strong ; And its 



free, 
y dim 



: n' .r' 

As it 

:f .f 
:1 .1 

As it 

:f .f 

As it 



.1 



: 8 



bounds 

n 
di 

bounds 
8 

bounds, 



.1 : 8 .f 

in - to the 

.f :n .r 
.8 : 1 .t 

in -to the 



P 

8Lf' :8e.l rn'.r' 'r' 



iree, 

r 
1 



:r» 



free, 

r .,r : f 

path is free. 



As it 

:f .f 
:1 .1 

Ab it 

: r .r 

As it 



: 8 



bounds 

n 

d' : 

bounds, 
8 

bounds 



crcs, 

.d' : t .d' 

in - to the 

.n :r\ ,n 
.d' : - .di 

as it 

.1 :1 .1 

in - to the 



.r : n .f 8 .,8 :d' .$ : 1 .s 



8 



sea. 



At first, at 

.ti : d .r 



.f : n .r 

At first, at 



1 



•|B .8 

flides a-longy 
ft * ft * 

r' :- .d' :t .1 

spread - ing as it 

t| ^t<: t\ .r : 8 .f 

glides a-long, as it 
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first the mountain rill is 

n .,11 : 8 .f : n .n 

• ^8 

At 

d .,d : n .r : d .t| 

first the mountain rill is 

^•: £1 .n' : r' .d' 

A torrent strong, its 

nd :d> .t : 1 .8 

A torrent 

•8 : f .,r 

glides, A torrent strong,its 



:f 



weak, 

n : f 






d> 

first 
weak. 






.t : 1 .8 

the rill is 

.d : f .n 

the rill is 



8 

strong; 

n : 

y dim, 

8' .,f':ni .r' : d' .t 

Soon it is a torrentl 
tor - rent strong 

n : 

sea. 

d 

d' ; c 

sea. 

1 .,8 : f .n : r .d 

Soon it is a toi 




8 : 

glides, 

n ^:l 



t .1 : 8 .f : f .n 

rthis broad and free, 
.f : n .r ; r .d 

r' .t :d' .r' : 8 

strong, its path is broad, 

8 .8| : 1| .t| : d 

path is broad and free. 



n .,r': 8 



sea. 

8 : — : 

fT : - .r' : t .,1 

bounds in- to thel 

sea. 

cres. 

.,l:r' .d' :t .1 

But spreading as it 

.,f :1 .8 :f .f 

weak, Buti 

r .,r : f .n : r .d 

weak. But spreading as iti 
eres, 

8 .,f : t : 1 

As 

n 



it 

.f; 



ta .,1 

As it 



bounds, 
f 

r : 

bounds, 

f : 



de .,r 

As it bounds. 
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t .,1 

as it 

f 4 



ni 



P 



if 



bounds, 
1 

fl 

as it bounds, 
f J it 



r' .,r' 



f 


.,n'. 


:fi 


.n' 


:d> 


.1 


boi 
• 


mdi 
it 

.,d'J 


:di 




: • 


.n 


Ai 

dt 


bounds 

n' .d' 


:n' 


•d' 



Ai it bounds 



1 "^ 'L 

in • to 

£ .f :f 

in -to 

t .d' : r» 



in - to 

- .1 : s 



n'.? 



tho 
- .f 

the 

tho 

•l .l| 



d' 


: — 


soo. 




n 


: — 


soa. 

d* 


• -. 


soa. 

d 


t ^^ 



p 

: s 

Thus 

:n 
: • 

Thus 

:d 



s .,t : d> .t : 1 .s 

love is oft sowoakat 

n .,n : s .f : n .n 
s mS :n' .r' : d' .t 

loYois oft so woakat 

d .,d : d .d : d .d 



first, 

n 



j^ .f :• .1 

That o'on tho 

;r .r :r .r 



1 

first, 

r 



- .r \n ,t 

That o'on the 

- .r :r .r 



1 



A. t. 

rf|j| : n .d : t| .r 

Scarcely can its protonce 

• d :- .d :f .t| 

can its prosonco 

tiPiiiDi ! d| .Hi : ri »fi 

Hcarcoly can its pretence 
f. D. 

•r'.,d*: t .1 :• •f 

And so mighty is its 

"t .»1 : • .f : n .r 



d .^ 

fool; 

d 

feol; 

Ht ttdi : Hi 

fool ; Bnt 



errs, 
S 

But 

d 

But 



• ^ 



d 

n 

its 

di 

its 



.ft 

its 



/ 

ft 



hoart 

ti : 
f 

hoart 
SI : 

dim. 



^r .r : • ,f 

inwhioh'tis 

: - .t( :r .r 



• ^ 



I 



ow'r 



- .f : ft .ft 

inwhioh'tU 
"" ill • t| »t| 



.f :n .r 

'twill soon ro 

:t| 
:f 



n 



nurs'd 

r : d 



ft 

nurs'd 

d 



: ft .ft 

Scarcoly 



«»/ 



dg ; — 



IS 



ft 

its 



n : 

forco, 

d : 

mf 

in».,r'jd' .t 

And so mighty 

ft : — 

forco, 



1 

in 



.8 

its 



r „r : r 

pow'r 'twill soon ro - 

ri .,r,:ri : si 

pow'r 'twill ioon ro - 

V .^'.T' .d' :t .1 

Nothing can re- strain its 

r^ .4':t .1 sft .f 



n 



■veal; 

tt :d 



n 



8 .,s :fe.ft : 1 .n' 

Bichcs, honours, whataro 

r .,r : r .r : de.de 
ta : — : 1 .1 

coursO) Richos, 

8 .,8:8 .8 : 8 .8 
Kichos, honotirs, what arc 

St. Co, (KcwJ. 



n« .,f';l 

thoyP 

r :- 
1 ..1:1 



: n' .r' 

Lovo thro' 

:f .f 
:1 .1 



what are thoy F Ijovo thro' 

f :- :f.f 

thoyP Tiovothro' 



ft 
forco, 

8 

No 



A 



« ^ 



.8 : 8 .8 

thing can ro- 



voal ; p 

d| : d .,d : d .d 

veal; And so mighty^ 



course ; 

n : : 

/ dim. 

8' ..f:n» .r' :d'.t 

Nothing can restrain its 
strain its course ; 



aU 

n 
d» 

all 

8 

nil. 



: 8 .1 :8 .f 



wiUflnda 



:- .f :n .r 
: - .8 : 1 .t 

will find a 



n : : 

way; 

d : : 

di : : 

way; 

1 ..8 : f .n i r .d 

Nothing canro-strain its] 



\ 
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8 ayS • IC •8 • X •n 
Nothing can re- stnm its 

r ^:r .r : de.de 

8 syS 18 •8 cS^S 
Nothing can re- strain itsl courae. 



tai :— : li .li 



course, 



8* .f I : te .1 : rI .r' 



oouTse, Love thro* 

r :— :f.f 



1 



r ^ :f 



:1 .1 

LoTothio* 

:r .r 



can re-lstrainitsooarseyLoTethio" 



P cnft. 

r» : 8 .d» ; t .d' 



aU 

n 
di 

8 
aU 



n* ^': 8 



wiUlinda 

•d' : - .d' 


"way. 

8 


• • 

: - .r' : t ,1 


Love i^ao" 

.1 :1 ,1 


an 
t 


TriUfind a 

• • 


^nUfinda 


"way. 





1 



1 



way. 



P 

.r : n .f 

ThoBloyeyihna 

.ti :d .r 



.f :n .r 

Thus love,thiis 



8 iS : d' .t : 1 .8 

loTeifl oft 80 weak at 

fl mPI 18 •! in afl 

' • a 

Thns 

d ^:n .r : d .t| 

love is oft 80 weak at 



8 


:f 


:1 .s 


first ; 

n 


:f 


d> 


:- .t 


love 


is 

:- .d 


weakat 

:f .n 


firsty 


so 


weak at 



.,l:r' .d' :t .1 

But soon it "willits 

.,f : 1 .8 :f .f 



f 

first, 



Bntl 

:r .d 



r ^r : f .n 

firstyBut soon it willits 



pow'r reveal, 
f ^8 : 8 : 

r' : - .d' : t .1 

soon re - veals its 

ti .,ti: t| .r ; 8 .f 

pow*r rc-veal, its 



mf 

^d':f' .n' :r',d' 

80 mighty,Kothing 

•4:^1 .t : I .8 

8 : .,d' : f ' .ni 

pow*r, so mighty, 

n ./1 : 1 .8 : f .,r 

pow'r8omighty,Nothing 



t .1 



: 8 



•f : f .n 



can re -strain its course, 

f ,f :n .r ; r .d 
r'.t :d' -r' :8 

Nothingcanre - strain, 

8 .8| : 1| .t| : d 

can re- strain its course. 



8 ..f:t 



Love thro* aU, 

n ,,€:£ 
ta il : ri 

Love thro* aU, 

de .,r : f 

Love thro* all, 



:1 



t .,1 :n' 



love thro* all, 

f .,f : 1 

r» .,r':f> 

love thio'all, 

f ..f : r 
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.1 


8 


re 

.,8: 

veth 
d>* 


d* 




: s 


thro' 

.n 


Lo 

di 


ro'< 

n' 


.d' 


:n' 


•d' 



love thro' all 

B aaB • B 



* .1 



all "will find 

£ .f :f 

will find 

t .d' : r« 



will find 

- .8 : 8 



n'.'?' 



a 
- .f 

a 
t .t 



a 

8| «8| 



d' 


: — 


way. 
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d> 
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Words by J, S. C. 

KEY F. 

mf 



:d .r 

1.0 the 

:d.d 

S.Nowthe 

: n .f 



n .8| : n : r .d 

joy of Spring, Let us 

d .8| : d : t|.d 

primroBe pale Greets the 



8 .n 



1 3 Then com •panions, ho! 

d.d lO :d 



8 .8 

To the 

r .n 



O THE JOY OF SPRING. 



r.l 



:f .1 



gaily sing, While the 

li.li : 1| : 1| .r 

And the 

:r .f 



daf-fo - dil, 

f.f :f 



fields we go, 

f .f. : fi 



And in 

: fi .f| 



8 .r : 8 .1 : r .f 

sunshine on the mead is 
t|.t| : t|.t| : tf .t| 
vio-let - scented air is 

f .f : f .r : 8 .8 

harmo - ny be - guilethe 

S|.S| : S|.S| : 8| .S| 



n 

bright 

d 

sweeiij 
8 

hours, 

d 



Styrian Air. 

— :d .r 

While the 

— :d .t, 

Birds ia 

— : 8 .8 

NoTTin 

— : n .r 



n .S| : n 



r .d 



lambkins play, And the 

d ..Si : d : t| .d 

Make a 

f .n 

Now in 

d .d 



0. t. eres. 

tin.8 :n' 

earth is gay, 

■id.n 



ev-ry 

8 .n 



tree 

: 8 



softest trill ; 

d .d :d 



1 .f 

la la 
f .f 

la la 
dM 

la la 
f .f 



la, 
f 

la, 
1 

la, 
f 



:t .1 

La la 

:d .d 

lA la 

: 8 .f 

La la 

: fr .fi 



: s 



/ 
: r' .d" 

AndaU 

: s .8 

: f i .n' 



melo - dy, 

r8.d' :d< 

music shrill. Shall our 

's.s : 8 : 8 .8 



I 

la 

d 

la 
f 



.,8 : n 

la la, 

.,d : d 

la la, 

.,n : 8 

la la, 

.,d :d 



: 8 .86 

La la 

:d .d 

La la 

: n .n 

La la 

:d .d 



t .d' : r' .n' : f ' .,t 


ci> 


na-ture keeps a hoi - i- 

8 .8 : t .d* : t .,8 


day. 
8 


welcome to the sun-ny 

r' .n' : f ' .n' : r' .,f' 


May. 

n' • 


song the joy-ful wel-kin 


d 


-> dim, 

t .,1 : 8 .1 : f .r 


n 


la la la la la la 

r .,d : tt .t| : t| .t| 


la, 

d 


la la la la la la 

f .,f :f .f :r .8 


s 


la la la la la la 
Si ..Si: 8| .Si : 8| .Si 


la, 

d 




La la 

:'d.d 



/ 

: S .86 

While the] 

:n .n 

Birds in/ 

: d' .d' 

Now in ' 

:d .d 



1 .8 :f 

lambkins play, 

f .d :d 



ey-ry 

di.ta 

softest 

f .f 



tree, 
1 

trill; 
f 



t .,1 

And the 

Make a 
8 .,8 

Now in 

r .,r 



rtt, 

fe .8 

earth is 

re .n 



:d' 

gay. 



mel-0 - dy, 

1.8:8 



mu-810 

d .d 



shrill, 

:d 



: t .1 

And all 

:f .f 

Singing 

:di .d' 

Shall our 

: fi .fi 



molto, rit. e dim. 

1 ..8:1 



,8 ( L .,9 . I . v| 

na - turekeepsa hol-i - 

f .,f :f .,f : t( .S( 

wel - come to the sun-ny 

V .,V * V .|V .8 .1 

song the joy - ful wel-kin 
S| .,8|: 8| .,8|: S| .S| 



d 

day. 

8| 

May. 

n 

fllL 

d 
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li 



KEY Q". 
P 



HOW LOVSLY ABE TTHE ICBSSEKaEBS. 

(Chorus from " St. Paul.") 
Andante con tnoto. M. 132. Alto. 



Mtndelttohn, 



I 



:8| 

How 



: - : t| 1 1| : - : 8| f : - : n | r : - : d i ti : d : r | si : si : g| j 



love - ly are 



the 



mcs - sen-gers thatl preach us the go«-pel of) 



nsi :- :- I 

{ I peace ; 



How 



n :r :d |r : 1| : t| 

X3reach us the gos - pel of 



Hi : - : 


1 : 


:si 


peace; 

d : - : ti 


Hi :- 


the 


love - ly 


are 


the 


n : n : r 


t a . - 


• 
• 


gos - pel of 

8| : - : - 


peace! 

1 : 


:>i 


peace, 




How 



li :■ 

love 

d :- 

peace; 



:t. 



mes 
f 

mes 



love 



Id 



are 



- :«i 

flen- 

sen- 



- :ti 



gers 

r : 

gers 



d 

are 



:r 
:d 

The 



:d 

that 

:d 

that 



: r 

the 



mes 

S| : 
gos 



:d Ir : 

sen- g^ers 



- :f 1 



that 






P 

|si :- :fr 

pel of 

I :Bass.:8| 

Howi 



r :- :- h 

preach 



PI 



:f 

us tiie 

t( : d : r 1 8| : si : 8( 

preach us the gos -pel of 



ti 

mes 



:d Id : 

How love 

: d |r : 

sen - gers 



:f 

thatj 






— \ 



Is, 

. ly 

PI : r : d ! r : li : t( 

preach us the gos - pel of 
/ S.C.T.B. 



To 

:t, 

of 

:8| 

To 

: 8/ 

of 



s : - 

all 

d :- 

peace ; 

n : - 

all 

d, :- 

peace; 



/ 

S| 

To 

i 

To 



Id 

all 
I- 

|n 

all 



d : 

peace! 



:pi 



the 

:d 

the 



: 8 



the 

:d 

the 



PI 

na 

d 

na 
8 

na 
8 

na 



:d Id 

are they 

:- I 



- Ir : 

tions 

- Iti : 

tions 

- Is : 

tions 

- If : 

tions 



that 

:d 

the 



n : r : d j r : 1( 

preadhus the gos - pel 

8, :- :- I- :- 

words 



- :d 

is 

- :d 

is 

- :8 

is 

- :n 

is 



t| : d : r 

gone forth the 
8i : If : t, 

gone forl^the 

f : PI : r 

gone forl^the 

r : d : t( 

gone forUi the 



|r : PI :f 

sotmd of their 

jti :d :r 

sound of 

|r :d ':t| 

sound of ih&r 

I tf : If : 8| 

sound of their/ 
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n : - 

words, 

d :- 


:- 1 : 


to 


words, 

d :- 

words, 

d :- 


: n |n : ■ 

t3 aU 

: 1 : 


the 

: n 


words, 




to 



It :- 

tions 



D.t. 




: t,n 

is 


: 's 


is 

• 


:n,l, 


is 



f :8 :1 

gone forth the 

f :- 



gone, 



t 



_ • .« 



gone, 



It :d' 

sound of 

I- :- 



/ 
n : - 

words, 
d' :- 
love • 



r' 

their 
f 

is 
is 

r 
is 



- I 
t 






8 

words, 

f :- :- |n :- 



8 
is 

8 



gone 

8 : 1 : t 



forth, the 

d' : r' : n' 



gone forth the sound of their 

n :f :8 11 :t :d' 

gone forth the sound of their 



I 



1 

are 

I- 



the 



f 
mes 



I :t :dMiH :n» :f» 

gone forth the somidof their 

8 :- :- |f :- :- 



sound 

n' : - : - 



I 

sen - gers 



d' 

that 
How 



|r' :- :d' 



words, 

f : - : - I - 

words. 



fi :- 

words, 



t :- 



words, 

8 : - 

sound. 



- I- 

r I g 

of 

- I 



I 



their 

:f 

the 

/ 

: 8 

How 

:f 

ly 
t : d' : ri | s : s : s 

preach US tke gos-pel of 

8 : - : f |n : - : r 

love - ly are the 



- I- 



8i 



i SI I? '' 

How love 




d' :- 

love 

n : - 

are 

8 : - 

peace, 

PI : - 

mes 






d 

sen- 



1 



arc 



f 
gers> 



: 8 


f 1 : 


thfl 


mes 


: 8 


f : 


the 


mes 


: s 


di : 


the 


mes 


: n 


1 : 


the 


mes 



dim. 



8 : 
they 

n : - 

peace, 

d' :8 

gos-pel 
s : f : 

preach us 
SC. Co, 



- :- h 



:n' |r' i- 


:d' 


sen.- gers 


that 


18 |1 :- 


:f 


sen -gers 


that 


:t 11 :- 


:rJ 


sen - gers 


that 


:s If :- 


:r 


son - gers 


that 



If 



n' : r' : d' I r' : I : t 

preach us the 

n ,: - : - 

preach 

d' :- 

preach 

8 : - 

preach 



ta 1 1 : - 

of peaoe, 

PI |£ :d 

the gos-pel 

(NewJ, 



f 

that 

; r 

that 

:1 

that 

: r 

of 



• _ 



n 

preach 

r : - 

preach 

se : - 

preach 

PI : - 
peace, 



In 

US 

Id 

US 

11 

us 
tho 





us. 


: - |8 : 


us, 


:- 1- : 


f 


f 


n :- 


the 

d 


n- 


the 


gos 


f 


8 : - 


the 


gos 


- 


8| :- 




gos 



gos -pel of 

: r 

that 

:f' 

that 






d' :- :- 1 8 



t _ 



peace, 

s : £ : PI I f : d 

preach us the gos-pel 

pi» : r' : d» I r' : 1 

preach us the gos-pel, 

8 : - : - I- : 



us. 




pel 

pel 

f 

pel 

pel 



_ • 



:d 

of 

:d 

of 

: PI 

of 

8l 

of 



f. a. 

dg, : - 

peace. 

d8| : - 
peace. 

"t, : - 
peace. 

ds, : - 
peace. 
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ti 



KEY G. 
P 



HOW LOVSLY ABE TTHE KSSSENaEBS. 

(Chorus from " St. Paul.") 
Andante con tnoto, M. 132. Alto. 



I 



How 



d : - : t| 1 1| : - : S| f : - : n 1 r : - : d 



love - I7 are 



the 



mcs - sen-gcrs that 



Mendelssohn, 



si : 81 : 8, ) 

of$ 



t| : d : r 

preach us the gos-pel 



81 :- :- I 

peace; 

n : r : d 



n, 



• ^ 



peace; 

d :- 

love 



I 



:t| Hi : 

ly are 



'd 



• ^ 



PI : n : r , 

gos - pel of peace ! 

si :- :- I 

peace, 



:8| 
How 



ii 

love 



r : 1| : t| 

preach us the gos - pel of 



:8| 

the 

:8| 

the 



:8, 
How 



peace; 



mes 

f : 

mes 



I : 



1 

love 



:t. Id 

I7 



are 



- :8| 
flen- 

:n 

sen- 



- :ti 



gers 

r : 

gers 



d 

are 



:r 

tiie 

:d 

The 



d 

that 

d 

that 



: r 

the 



mes 

S| : 
gos 



: d I r : 

sen - gers 



that' 



hi 

pel 



• ^ 



P 

:fr 

of 



I :Bass.: 8| 

Howj 



r : - : - I- :n : f 

preach ns the 

t( : d : r | si : 8| : 8( 

preach us the gos-pel of 



ti 

mes 



:d Id : 

How love 

: d |r : 

sen - gers 



:f 

thatJ 



•• • ■^ • ^ 



S| 



— \ 



- ly 

n : r : d ! r : li : t| 

preach us the gos - pel of 
/ S.C.T.B. 



:si 

To 

:t| 

of 

:8| 

To 

: 8/ 

of 



8 

all 

d 



• ^^ 



peace; 

n : - 

all 

dr :- 

peace; 



- I- 



<i 

To 



To 



Id 

aU 



- I 



in 

all 



d : 

peace! 



:n 

the 

:d 

the 

: B 

the 

:d 

the 



n 

na 

d 

na 

8 

na 
s 

na 



:d Id : 

are they 

:- I • 



r : 

tions 

ti : 

tions 

Is : 

tions 

If : 

tions 



:f 

that 

:d 

the 



n :r :d |r : 1( 

preadhus the gos - pel 

S| :- :- I- :- 

words 



- :d 

is 

- :d 

is 

- : 8 

is 

- :n 

is 



t| : d : r 

gone forth the 
8| : 1( : tf 

gone forth the 

f :n : r 

gone forth the 

r : d : t| 

gone forth the 



|r :n :f 

sotmdof their 

|ti :d :r 

sound of 

|r :d : ti 

sound of 1^11^ 

1 1| : 1| : «f 

sound of theirj 
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n : - 

words, 

d :- 


:- 1 : 

:- 1 : 


:n 

to 

: n 


words, 

d :- 

words, 

d :- 


: n |n : - 

to all 

: 1 : 


the 

: n 


words, 




to 



I :- 

aU 

n : - 

sound 



d :- :- 




:di 

the 



^ • 



aU 



1 

tiie 

1. 

the 



1 

na 

n 

na 



tions 

- h : 



- I se : 

tions 

- In, 

tions 



• _ 



D.t 

t»n 

is 
'8 

is 



is 



f :8 :1 

gone forth the 
f 



• „. 



gone, 



gone. 



It :d' 
sound of 

I- :- 



I- :- 



their 
f 

is 
is 

r 

is 



8 : - 

words. 






gone 

8 : 1 



- I 






- |n : - 

forth, 

t I d' : r> 



8 
is 

8 

the 

n' 



/ 


1 




n : - : 


:- 1 : ; 




words. 






d' :- : 


It il :- ; 


: 8 


love - 


ly are 


the 


•• • mm. 
9 


1 - |- : - ! 


I — 



gone forth the sound of their 

n : f : 8 1 1 : t : d' 

gone forth the sound of their 



I 



1 :t :di |ri tn" : f ' 

gone forth the somidof their 

8 :- :- If :- :- 



f 

mes 



I 



sound 

n' ; - : ■ I r' : - : d' 

words, 

f :- :- I- : 

words. 



fi :- 

words, 



t :- 



words, 

8 : - 

sound. 



- I- 

r I 8 

of 

- I 



n' |r' 

sen - gers 



d' 

that 

J*' 
How 



I 



their 

:f 

the 

/ 

: 8 

How 

:f 

ly 
t : d' : ri 1 8 : 8 : s 

preach us the gos-pel of 

8 : - : f In : - : r 

love - ly are the 



: 8| |S : 
How love 




d' :- 

love 

n : - 

are 

8 : - 

peace, 

n : - 

mes 



-1 



d 

sen- 



u 



aro 



f 
gen, 



- : 8 

the 

: 8 

the 

: 8 

the 

- : n 

the 



f :- :n' |r 



mes 

f : 

mes 

d< : 

mes 

1 : 

mes 



,. • 



sen.- gers 

8 II 
sen- gers 

t |! : 

sen - gors 

8 If 
son - gers 



- :d' 

that 

- :f 

that 

- rr' 

that 

- : r 

that 



n' : r' : d' | r' : 1 : t 



t ,^ 



preach us the gfos-pel of 

• : r 

that 

- :f' 

that 



n , 

preach 

d' :- 

pt^ch 

8 

preach 



•> • ^ 



if 

us, 
18 

US, 

I- 






di :- :- 



8 






dim. 



S : 

they 

n : - 

peace, 

d> :8 

gos-pel 

8 :f 

preach us 
SC. Co. 



- :- 1 



- I 






ta 1 1 : - 

of peace, 

PI If :d 

the gos-pel 
fifewj. 



;f 

that 

; r 

that 

!l 

that 

I r 
of 







? 




n : - ; 


1- In :- 


:f 


n :- : 


preach 

r : - 1 


us 

;- Id :- 


the 
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n' .n' In' : n' .n' 

and the waves threaten 

1 .1 11 :1 .1 
di .d> I di : di .d< 

and the waves threaten 

d .d Id :d .d 

cres, 

- .n' In* :n' .n' 

the storm wind doth 

- .n In :vi *v\ 

- .seise : se.se 

the storm wind doth 

- .n In \v\ ,i\ 



n' 

death 

se 

ri 

death 
t| 

re' 

howl, 

fe 
1 

howl, 

n 



d' I 

T \ 

1 I 



^d' : - I 

But 

In : — 
r'l :- 

But 



- In' 

in 

- II 

d< 



in 

111 



Qveir 
.1 

.d' 

their 

.d 



: re'.re'lre' : re'. re' 

and the waves threaten 

:fe.fe|fe :fe.fe 
:1 .1 II :1 .1 

and the waves threaten 

:n .n In \x\ .n 



n' 

fu . 
1 

d' 

fu - 

n 

i 

death 

se 

t 

death 

n 



: t 

the 

:f 
: se 

the 



1- :r 



1 :t .sell 



tem- pest is past ! 

n :n .n I n 



1 :se.n |n 

tem- pest is past ! 

d :r .t||d 



n> 
se 



n 



- |ri 

in 

— |se 

- It 



d' 

But 

n 
1 

But 
1| 



in 

n 






- .ri 

theirj 

- .se 

- .t 

their ^ 

- .n 
:t 

the 



- I- :f 



— : se 

the 

- I- :r 



96 



ADDITIONAL EXEBGISES. — PART lU. 



1 :t .sell 

tem- pest is past ! 

n :n Ji In 
1 :seji In 

tern- pest is past ! 

d :r .ti Id 



r' :- 


!«• 


storm. 

8 : — 

t : — 


1- 
\d< 


storm. 


\d 



S)C. t. 

di/i : - 

Soft 


Soli, doice, 

- \»i :/! 

comes the 

- |« : « 


f^t :^ 


- U : ^ 


Soft 
1 •• • - 


comes the 
- 1 »l : »| 


; * f aI ! — 


1 


But 

1 :- 


1 
1 


d' :- 


t • 


But 

r : — 



fp 

f 

But 
t 

r' 

But 
S 



- I- :f' 

the 

- :d' 

- :r« 

the 

— I- :1a 



:f'.f'|f' :^ 



f 

tern - pest is past ! 

t :t.t|t : — 
r' :r'.r'|i' : — 

tern - pest is past ! 

8 : 8 .8|8 : — 



r 



.1 



: 8 



I- :Ar' 



still - ing 
8 : t 

t : r' 

still - ing 



I- 






the 
: 8 

: t 

the 



.1 . — 



w 



storm, 
« : — 

t : — 



I- 



storm. 



- U 



.1 



I 



r* : s' | — 

sun - shine 

8 : t I — 

t : r' I - 

sun - shine 

si :8| I — 

SU Co. (New J, 



ores, 

fi.r' W 

here, 



IS 

8 



IS 

8| 



.1 



1- 






n 



d» :- !- 



here, 

d : 8 



[- 



:n' 

The 

: s 
:di 

The 

: n.d 



«' 



h" 



sun - shine, 
8 : — I « : — 

d^ :— |H ^ 

shine, 
1/ --n 



sun 
d : n 



- I*' :/ 



ing 

l» 



:8> 

the 

:1 

:di 

the 

: na 



fe' 

tem 
I 

d' 

tem 

r 



still 

8 
t 

still 
r 



:fe\fe'|fe« 

- pest is past I 

:! .1 II 
: d' .d' I d' 

- pest is past ! 

:r .r |r 



the 

: 8 



— \t It 

ing the 



Soli, dolce. 



n' 


:»' 


Soft 




« 


« 


di 


:w' 



Soft 

d : — 



I «' :d^ 

comes the 

\8 18 

I nl : n 

comes the 
\d :d 



d' 


:»i 


sun 


- 


8 


• 0^ 
• 


n 


:rfi 



I Ml 



:«f 



sun 



' :«' 



h' 



Soft 




« 


* ■ 


d^i 


:«i 



Soft 

d : — 



comes the 
\8 \ 8 

comes the 
\d :d 



shine, 

l» :- 
Irfi :- 

shine, 

\d : — 

CHOBrs. 
• P* 

d^ :j^ |»> :d' \ 

shine. The 
I « : 8 

« |_£J M> : d' 

sun - shine. The 

d : — U :d 



sun 

8 





d> 

here. 

8 

n' 

here. 



I- :- 
I- :- 



ELEMENTARY RHYTHMS, ' 

FOB PXTPILS PBEPAEIirO FOB THE ELEMEITTABY CEBTI7ICATK 



m0t0»f t ft^'i0t^>0nmm0*0*0>0>0>»f0>»*f> n 0^f''**^- 



Thbse Hhythms must be done at the rate indicated by the metronome mark. The pupil must lam 
or taatai one completo measure and any portion of a measure which is required, as on introduction to tha 
Exercise, — the Exercise itself being taken up without pause or 8lackenin^- of speed, at the right moment. 
The Exercise must be taataid on one tone. For amusement, it may be teataid in tune. 

For the Time Ekbrcisb of the Element aby Certificate (Requirement 2), any one of these 
Hhythms taken by lot must be laad on one tone at the rate named, and in perfectly correct time. 
Two attempts allowed. The pu]pil is also allowed to taatai the Exercise on one tone once before ho 
commences laa-ing it. 

The Keys are fixed so as to bring the tones within the reach of all voices. The Hhythm may 
often bo learnt slower than marked, ana when £eimiliar the pupils will take pleasure in largely increaain^ 
the speed. J.O. 



1. KEY F. M. 100. 



TAA-TAI. 



s,.d:d |S|.d:d Is .n : s .nld .d: d |8t.d:d 8|.d:d 



Buffle Call, " Fall in." 

s .n : f .nld .d :d 



2. KEY P. M. 100. BugU Call " Qose. 

:n Id : S| .n |d .d : si .n id : si .n |d .d : si .n Id :— |n 



tt 



3. KEY A. M. 100. 



:8| 



d :n.S||d :n.8| 



Btt^le Call " Fatigue." 

d.8i:n .Slid .Si:n.8| d :n.s,|d :n.8||d.8i:n.8||d 



4. KEY p. M. 100. 

s .n : d .S||d .n : 8, |8.n:d.8||d : — 



5. KEY A. M. 100. 



Bugle CaU " Guard." 

8 .n : d .8||d.n : si |8.n:d.8||d : — 

BugU Call « Advance." 



:8| 



d.d:d.8,|d.d:d,8,ld.8,:d.8||d.d:d |8i :— |8| :— |8i :— | — 



6. KEY A. M. 144. 



r 



Bugle Call *< Extend." 



n :— Id :— ta.d:n.d|8( :— In :— |d :— |n.d:n.d|8| : — 



I 

I 



Tonic Sol-pa Agency, 8, Warwick Lane, E.G. Price One Halfpenny. Where may also be had 

**Iiit6imodiate lihythms " (^)i and '* Advanced Bhythma " (Id.) 



!l 



7. KBT E. M. TOO. 



« : — 



d : d .r : n . f 

In hap - pier > hours, 

d : d .r ; n .f Is : n 

roTO with the ' thought-less 



:1 

my 

:1 

or 



: f .n :f_.s 



sure 



S 

plea - 

s : f .n : f .« 

dance with the 



Sni/Ii/f "In Happier Honrs.* 

n : d : d 

Was to 



day 

n 

gay. 






{ 



! 

il 

!l 
11 

I 



8. SBT G. M. 100. 

: 8r |d :— : tai 



Let 



ov 



'ry 



|1( iJi 

heart 



-AATAI. 
Id 

pre - 



E^ymn Tune « Wainwright." 

r >n : f .n : r .d | d ; ti : r 

pare a throne. And 



s :- .f : n 1 1( .r : d : ti 

ov - - *ry voice a 



d : — 

song. 



9. XET K M. 100. 

s : 8 .f |ri : - .f 

Sweat is the work my 



PI : r Id : -.d 

God, my Kinqf, To 



f t 

praise 



:- I- » 



ffymn Tune ** Simeon.* 

-.n|l :-.8|t| :d |r :-.rj 

Thy name give] thanks and sing, Tol 



• ^ 



.8 



n : r .d I f : n .r l s : 1 | s 

show Thy love by • mom -ing light, And 



8 :-.l|8 .f ;n.f 

talk of all Thy 



n : r 

truth at 



Id :- 

night. 



10. KEY D. M. 100. 7. Jt. Thomas, "Picnic 

(The pupils to take each part altemntely). 



M 



n .F : r .n|d : 8 

One good turn da - 

d :d Id :ti 



n .f : r .n|d 

sorvea an - oth - 

d :d Id 



:8 I 



Bkip, 



r : 

Skip, 



In 

skip, 



: 8 

skip. 



. :8 I 



skip, 



11. KEY C. M. 72. 

d .d 



(Id .d,d: 



fid' .d'.d':d' .d' 



tr 



:d 



r 

skip, 

n 

8 

n 



In 

skip, 



S 

er, 

tl 

S 

skip. 



s . f : n . ' I 8 : d' 

Como and turn the 

d :a |n :d 
f_^:l_^|d' :n. 

Come and turn the 

f :r In :d 



1^8 : f .n I r : — 

skip - ping rope, 

t| : d I 8| : — 



: s 



id 



skip - ping rope, 
d : t| I d 



.d :d 



TAAtefa. Smle Call « Walk and Drive." 

In .n,n :n .n |8 .n :n 



.8 ,8 : s .n 



.d :d 



d .d ,d :n .g |n .d :d 



n 



:n 



£Blbmentary lihythms.] 



i 



I 



f .1,1:1 



d .cl,cl:ii .t In .d :d 



(Id' .d>4':a' 

12. xsT D. M. 72. 

cld .d4 :d 'd Id .tj :d .t| 

<|t .t,t :f .t Id* .t :di •• 

13. nar F. M. 100. tafaTAI. * J«^/<r Cii// "Defaulters." . 

j:8|.8| |d,8|.n :d,t,.n |t .mis .t| |d,t,.n :d,t|.n jd ; 



I 



£uffl0 Call ** Hay up or Littor down." 

n .tn,fn :n .n In .d :n .d | 
d .d4:d .d |d ; || 



14. XBT Q. M. 100. 



TAA-efe. 



d :d.4|*( :si*»8i|d :d.,d|d : Id .d: n.dln.t : n.dlti : t|.,Si 



ii 

10. xsT 0. H. 100. 

c: t .,8 Idi :• it :t .,8 In 

(:8 \i} :8 ^ :8 ^8 In 

16. xfiT 7. IC. 100. 

: 8|.,8|| d : — I n : 8|.,8|| d : — | n : 8|.,8| 



Buffh Call ** Salute for the Guard." 



S| 



:§ 



:§ 



:8 

:n 



Id 



BugU Call *• Officers.' 

: 8 .|8 : 8 .,8 1 8 : — 
:d .d :d .d jd :<— 



I 



Suffle Call ** Orders." 

:8M,|n :8|.,8,|d :— |n 
:— I— :n.d 8| :-.din 



1 

( : 8| d.,8|:n.,'8||d.,8i:n.,8||d.,si:n.,8||d :n |8 

17. XBT 0. M. 100. Ef/mn 2\ine**Trxao/' 

d :n.,f|8 :-.8|l :t Id' :-.8di :8 |f.n:r.dlf :n jr : 

stand up my soul, shake! off thy fears, And gird the gos - pel I ar - mour on. 

18. KEY F. M. 100. SuffU CidW General Saln^^ " 

c:8| Id :d.4ld.n:8 .nld :dn4ld :8|.4h :d.^|8 :n.4|8| :8t.,s,|tt| 

(:8| Id :d.,d|d.n: i .nld :d.4|d :8|.4|n :d.,n|8 :8i Id :d.4|d 



!l 



f 



II 



19. XBT F. 

8 : — 

d :n 



M. 100. -AA-efe. Bugh Call ''Assembly." 

j- ^n :d .8; Id ;— |-.,8|:d.8| d .,8|:d.8||d .,9,:d.8i 



I 



8 :— I- .,n:d .8( Id :— (— : 

[EleiiMiitttiy RhythiDB.] 



i 

II 



do. KEY F. M. 100. 



:d 


t 


i.,d:r :8 


8 : 


Let 


aU the 


hoste 


21. xsT 0. M. 100. 




:d 


n .,n : n 


: r 


Je . 


» 


ru - sa- lem 


my 



: f e 1 8 : 

ft - I bove 



d ..d : d 



Hy»in Tun$ ** Serenity/ 

:d.,t,|li !-.t|:d.r|n :— :r Id : — P 

6ivelthanka.& dwell unLnn fhvl Iova. i 



Givel thanks, & dwell apl*OD. 



thy I love. 



: r 



n .8 : f 



Hymn Tim§ ** Arlington. 

: n in : r 



»• 



hap-py home. Name | ev-er dear 



to 



:f in ^:n :1 is .,8:8 :d' Ir .f :n :r 

\Vhon I ihall my la - hours | have an ond, In I joy and peace and 



me, 

Id :- 

■thee. 



II 



22 XBT F. M. 100. 

s : - .n : f .1 IS .,n:d .d :d il : - .8 :f .n 

Hark ! sweet e- ohoj e - cho o'er the hill, I Breathes a • long,a- 



Barnett, " Hark ! sweet echo." 

r aftit 8| .Sf : 8| 

long in fjui- cy still. 



23. XET F. M. 72. 

t: 8 In .,f : r .,n:d .8| id x 
Tom I Starboard was a lov-er I tme^ 

1:8 in .,f : r .,n: d .8i 111 i 
The I da - ties ab - lest seamen' do 



I 
II 



:r In .,f:8 .,n : 1.8. f,n 

Ab I brave a tar as ev- er 

: t| Id .r :n .^:n .r 

Tom I did,and never yet had 



Mazzinghi. ** Tom Starboard." 



r 

sailed; 

d 

failed. 



24. XBT 

:d 


F. M. 72. 

n .,f : f .,8 i ^n 


:n 


f . 


'Mid 

In .,f : 


plea - sores and pal - a 

f .,s Is :.n .8 


- ces, 


tho' 

:f .r 


' ev - er so 1 hmn - ble there's 


no 


place like 



** Homo, sweet home." 

.,n :f .r In :- .d,dj 

we may! roam, Beit) 

' II 

home. 11 



il 



25. KBY 0. M. 60. 

8 ,f .n ,f : s .1 

In the wood-land I roam 



8 



.n' 



:d< 

ing» 



il 



s ,f .n ,f : 8 .1 1 8 £j[ : d' 

bled, - 



r' 



l^ang 



7. JJ. Thomas. «« Picnic. 

.,d' : t ,1 .8 ,f n : 

bird, 



a lit - tie 



t .d«,t :1 .t ,1 18 



I 



Mer- ry notes he » war 
26. XBY F. M. 100. 



sweet-est 



ev - or I heard. 

— • -^. *ww. -Bym;» Tmw* "Prestrifh." 

Je-lru - aa-lem my I hap - py home. My I soul sUUi>anLa for th«A. 



my I hap - py home, My I soul still pants for) thee. 
[Elementary Ehythms.] 



INTERMEDIATE RHYTHMS, 

POR PUPILS PEEPAEINO POR THE IITTEBHEDIATE GEETIFIGATE. 



Por the Time Exercise op the Intbbxediate Certificate (Requirement 3), any one of these 
Knythms taken by lot must be laad on one tone at the rate named, and in perfectly correct time. 
Two attempts allowed. The pupil is also allowed to taatai the Exercise on one tone once before ho 
commences laa-ing it. 



1. KEY C. M. 100. 

j I d (d 4 : n «n tn | s .8 .8 : d' 



taa tai tee. 

d (d (d : n ,n ,n | s ,8 ^8 : d' 



Bugle Call « Charge." 

d (d (d : n (H <n | s ,8 .s : d' 



2. KEY A. AI. 100, twice. 

: 8| I d : - : - I n : d : n 



3. XEY F. AI. 100, twice. 

^:n Is :n :d js :n 



taa-ai-ee. saa-ai. 



d : - : d I d : - : 8| 



d : - : - 



Bujle Call ** Quick Time. 

I n : d : n I d : - : - I : 



:d |«i:- :d|d :- :n 



BugU Call " Men's Dinner.*' 

S| : - :d id :- :n J 



s :n :d Is rn :d Si :- :d |d :- :n 






I- :- 



4. KEY P. M. 100. 

r : d .,d d.n : s .s | s : d .,d I d ,f : 1 . 1 1 1 : d ..d 

j When the pil - grim returns fromalfSEu: dis-tant shrine To the 



BisJiop « The land of my birth.** 

d .n : s .8 |s : 1 .s > 



home that he loves, . As 



s .f : l|.r |d .t| : li.Si S|.n : r .d |d : t|.l| 8| : s .,1 js .f : n(f,r 



dearly lovemine. Then with 
5. KEY D. M. 100. 

d :— |n :-.f 



rapture he'll cry, " *Tis the 



land, 'tis the land of my 



d : 

birth." 



I 



Bid me dis 

n :— |ar,d:fAr 



8 : — I— :— 

-course, 



Bishop " Bid me discourse.' 

d' : — 1 1 .,d' : 1 .,t 8 .,1 : f .fS I n : — 



Or 



like 



S 

fair 



II :- 



I will en - 

n : -.f | r .d : r .n 

trip up-on the 



chant thine car, 

d :- 

g^een; 



Tonic Sol-fa Agency, 8, Warwick Lane, E.G. Price One Halfpenny. Where may also be had 

"Elementary Rhythms," (}d.) and " Advanced Ehythms," (Id.) 

[Intermediate Hhythms.] 



2 



S. KEY C M. 100. 

n : - .r Id :cl 

Songs and cheer - ful 

1.8e.l:dM.f Id : 



II 
II 

II 

i I n' r-.re' : n' | d' 

1 1 mor - ri - ly O, 



vol 



t- .f In 

ces, 



Eisenhofer, ** Now the moonbeam's lustre.** 

8 .,fe: 8 .,ia\ s .,fe: 8 .,86) 



voi 


m 


- 


ces, 




7. KEY C. 

s : - 

Kind 


M 

• _ 
• 


. 72, twice. 

1- :- 


• 


8 :- 

mer • 


.fe: 

ri- 


■ 


Id' :-.t 

mer - ri 


:d* 
-ly 



1 mSo: 1 .,8e|l .d' : t .1 



Eo - ho 



here shall 



Songs and cheer - ful 

8 :— I : 

caU. 



taa-&f<B tee. Sir J. Stevenson. " Fisherman's Glee." 



8 

na 



:- : 8 



8 :1 



tare*s boon 

n' :-j:e':n' |d* 

mor - ri - ly O, 



: - : d'.d' r' : - : r» 1 1 



With a 



mer 



ry pnll 



:t 

with 

: 8 

Sing 

It 
we 






d' :- J*: n' la : - : « f 

joy w« re - ceive. Sing 

8 :-.fe:fl jd' :-.t :d' ^ 

mer - ri - ly, mer - ri- ly, ■ 

d' : : I : : I 

row. 



I 



8. KEY C. M. 72", twice. 

|8 r- :- 8 :- :f 

A 



I 



las! 

r : - :d 



taa^aitee taataisee. Sishop. << When wearied wretches.*' 

n : - : r ) 

— s 



a - I longy 



d' :1 

nev - er, 



S : n 

nev- er 



Ir : 

more 



f 


f :- 


: n 


1 


the 


days 






d 

The 


d :- 


:n 


8 


days 




we 


8 


f :- 


• 


In 



:n 



have I pass'd 

:- If :1 

I nev- or. 



9. KEY A. M. 72, thrice. 

I si : n, : 8| 

Rich - est in 



d : — 

trea 



: — : — 1 8 



:1 



11 



8| 

suroj is 

r : f .n : r .d |d : — 



praise 



t» Him 



:ti 

the 

:d 

who 



10. KEY D. M. 72,^ twice. 

:8 1:8 :- :- I- :8 :d' 

Take] hoed, whis-per 



ii 



n 

low. 



shall I see. 
taatefetifi. 

is. :- 

sure, 

d :- 

l_t| ih 

gave 

-aa tai tee. 

:- :- I 



Kreutser, ** Land of Light.'* 

: r : d ir : — : — 



:- In 

Bright-est in I plea 

I li : — : 8| 1 11 :t| 

claim as mine, 

id : — : — |— : — 

birth t 



d 

I 

tf 

it 



:d 



1 1 



1 1 low,. 



:- t- I 



:n ir :— rrufls :— ']_±\^ •" •" 1^' •" 

The I proy wo seek we'lll soon, well 

[Inteimediate Ehythms.] 



Auher, " Fisherman's Homing Song." 

:n' n' :- :- |- : n' :d' i 

heed, whis-per ) 



take 

— : 1 .8 



il 

II 

11 
II 



d' :t :1 II :8 



soon, 

S 

soon. 



-we*!! soon 



: f in 

en - I snare, 






I- 



:n ir : - :ruf Is : 

the I prey we seek, 



: 1.8 » 



Id' 
we'U 






d' : - : 8 \s |_f 

soon, we^ll soon 



: r 

en- 



d 
snare. 



- :- I- 



- :- Id 



11. KEY D. M. 144, six times 

r : - : - I - : d : r I n 

Wan - - der no I more, 

n ; 8 ; d' 1 1 : f : r id : - : - | r 

- • • der, I waA - - der 









Braham, " Hest, weary traveller." 

I r Mn:f >,8 '1 »i» It 4 '» »^ '^ ^r \ 

I wan . - - I 



:n 

no 



d 

more. 



* •• * 






!l 



12. XBT S. M. 120. 

i : - .,til li : - .,ti 

For theli - ber 



TAA TAI -AA -AI. 



d :r |n : 1 

-ty of Gwa - lia. 



8 .n : — 

Oniiard 



I r f - .,n 

Har - lech 



« Men of Harlech." 
d :- I- 



men. 



13. XET A. AT. 144. 



\ A . 



d : — : r .n 

dien to the 



r .d : — 

vil-lage. 



Tarry, " Adieu to the cottage." 



:si 



I( :— :t|.d 

dieu to the 



d :- 

cot, 



: r in : - .r :d 

And shall I then 



11 

fi 

il 
)i 



14. KEY G. M. 72, 

\ .,r • n .d 

Spare my love, ye 



r .8 : — 

nev-er 



:d 

re - 



VIS 



:- .d :1| 

it the 



8| : — 

spot? 



li,d .- : 8t 

winds that blow. 



ta fa -AI. 
d .,d 

Plash - y 



Haigh. " Spare my love." 



:r .d 

sheets and 



n .d : 8 

beat * ing rain, 



r .,t| : S| .Si |d,n.- :8 

Spare my love, thou | feathery snow, 



n ^r : r .n i r .,d : d 

Drift - ing o*6r the | fro - zen plain. 



S 



I 



16. KEY P. M. 60. 

n :n,r.- 

She never 

r^ .;iy \iy .r 

With a wel - come 



n .f : fe.8 .- 

blam*dhim, never, 



r .,r :r .d 

But re - ceiv*dhim I when he 



" She never blamed him." 

ir .n :r .d ^ 



came. 



.r : r .d 



n .f :fe,s.- ir 

kind as ev-cr, | And she tried to 

[Intermediate Rhythms.] 



.n : r 



look the same. 



•^ Ij 



16. kbyD. M. 96. 



S '^ £ 

< Now 



n 

to 



her 



|r 



berth the 



Saa. 

£|d :t| 

I ship 



Shield. « The hcavino: of the lea 



Id 

drawB nigh- 



.8 |1_^ : d' .1 |8 : .8 |d» :- .t |1 

She! foel3 the tldo — ^ Standi clear the ca 



.8, 
we 

: - .s 

bio" 



d .r : n .f J8 

short - en aai 

8 .f :n .r |d 



18 



the 



CI 



17. SET 7. M. 60. 

.8| id ^t| :d,r.- 

O I no. we nerer 



BUhop, *^ O no, we never mention h( 

d 



In ./I : 8 .n Ir .,d :r,n.- 

I mea - tion her, Her I name is 



never 



• .8 1 8 .,t| : t| .r iFyd.- 

Fromj sport to sport they I hurry 
18. SET A. K. 80. 



:d 



.,li j 8|,d •- :d .rfPi 



me. 



To I banish 



my re - 



heard. 



gret. 



JBraham, " Beneath the willow trt 



I •8| 
O! 



d .,d:d :-.r|n .yd^d : .Insi ^T\:d : .ni 

take me to yoorl armsmyloYe^ She| will notlisfc to 



me, 



11 



8 1 .A : f| 

ncath t!i3 wU • 

n,d.- t 

willow, 






*Ti I di s 

low ! tree, 

.li j8i .,d :n 

Be -I neath the wil 



8|,n|.- 

I willow, 

:- .ti Id 

low I tree. 



: d,S|. 

willo 



19. KEY C. M. 80. 

n : 8 .8 



d' :s 

Home - ward, 

.d' : 1 . 



sai. 



/. i2. Thomas. **Homewrxd Boun 



homeward. The, sun 



: - .f in .8 : 

i3 1 dropping. 



r'.8 :8 .,f 
dropping in the 



n 

sea. 



•d' : 8 .8 18 .t :r< .f 



.di il . : .d'js . 



.n : 

Qood night, I good night, he| says to you ondj me ; Qoox night, g i»od ' ni^ht, 



8 .di :di.t 

says to you and 



d< 

mo. 



.di 

We're 



20. KEY C. M. 88. 



: .T : n .f 

Where lily- 



8 .".S.X.B 

bclhj in beauty 



la : 

home - 

d" :- 

grow 



.ta |1 :- .1 

ward! bcund, wo*rc 



t :- .t Id' 

home - ward! bound. 



:d' 

My 



#7". S. T/iomas. " Lily bells and ros( 

• t .f : 1 : f n : - .n : r 



home, my home shall 



be, Go scare 



fe : s : 1 .8 

wild - wood, hi^h and 



di 

low. 



:d« 

What 



t .d' : 1 

sight so fair 



:- .t 

to 



s 

see? 



• _ 



[Intermediate Bhythms.] 



ADVANCED RHYTHMS, 

For pupils preparing for the Xember's and. Adyanoed Certiflcates. 

For the Time Exercise of the Mbmbx&'s Oxbtificatb (requirement 3) any one of Kos. 1 to 17 taken 
by lot, must be sung, first as a Time Exercise to << la, la," and then in correct time and tune. It must be 
sung at the rate marked. Two attempts allowed. The key may be changed when necessary. 

For the Time Exercise of the Adyancbd Cbbtificatb (requirement 2) any one of Nos. 18 to 42 taken 
by lot, must be sung, first as a Time Exercise to *'la, la,*' and then in correct time and tune. It must be 
sung at the rate mwed. Two attempts allowed. The key may be changed when necessary. 



!• xsT A. M. 88. 



: n, .^1 


«i :• 


•yd : r .^ti tiid.* • 


:d ^ n 


Na - tive 


land. 


I'll love thee ever, 


Let me raise 



Bishop, 

: - .n : f .,r | 

the wel-come) 



ii 



strain^ 



£ti :ti .,d 

Mine were 



r 

ban 



: - .ti :n .,rir,d.- : 

- ish'd feet that! never 



rd«r«n 

Hop'dto 



HjiSicSi: ti : li 

press thy turf a - 



ii 



8| 
gain! 



— : 8| .(ti 



Now these! eyes 



:- .n,r:t| .si 



.,d :d 



il - lum'd with! glad - ness, 



:n .,r 

As they! 



)i 



scan 



:- .1| :t|,n.- |1| 

thy beauties ' o'er. 



(|t| .A :4 

\ I sad - ness, 



SI 



: d .,t| 

Part - ing 



t„l|.f ,r :d 



to- 



re - turn 



d :- .81 :l|,d.- |8| 

tan - nia ! native * land, 



na- tive 



: 81 .,fi 


n, :- 


Ne'er a- gain 


: t| .,d 


d :- 


no 


more. 


8| : - .d : ti .,r 


land. 


I'll love thee 



- .fi : St .1 



'I 



shall melt in 



:d 
o 

r.d.-' : — 

ever. 



..d 

Bri- 



ToNio SoirPA Agency, 8, "Warwick Lane, E.G. Price One Penny. Where also may be had 

Elementary Rhythms (|d.) and Intennediate Bhythms (^.) 



2 



2. sBT D. M. 80. SAAte-ese. TAAsefe. . 

ji,-f J! £! J f 'ff |J5 2^ 2 '^rr n .g' ; 1 .f I n :r . ,r 

[Then'* an ialfi cIiusp*dbyliroT«i loan en - • eraldlflont, that 



Bishop, 

n .,f :f .1 j 

forth from/ 



peexs 



ii 



8 .d' :- .1 |1 .t :- .f£ 

- oeac 10 I peari-Ulce and 



:- .t 



TIm 



n :n .jp\\n J i- .t In .d^ : 1 .,8) 

hrt M o oft inl nnEMBsm • ipkdnibKingsfroma** 



I :- •«r«li Ji Jr' .d' It .1^ :b .,f m :r .,d Id 

far, Ffoncjcxl own aa - tiye' Ule and ngrilor « er's Ktii'-tar. 



II 

ii 
II 



8. xxT G. M. 60. ta-aa^-te-eiie. tafsnatefe^e. 

8 8 

n .,n :n ^ [n,-r.n,-f : ■ If 8f> nfn :r > i^ 

Here we meet} too I soon to part, ' Here to leave will 



n .r 

raise a 



:d . 

smart. 



n .^n : n .^n 

Here we meet, too 



rv-r.ivf :• 

soon to part, 



3 8 6 8 

I ll£*rLl!!! • ' 'lif I !!ll5*££l£ • ^ • 

I Here to leaye will I raise a smart 



8 8 8 

n .jn :n ^n [ n,-r . n,-f : s ,d' . dn8 I f sf . nf n ; r .,8 In ,d.- 

Here I'll preflB fheel to my heart, Where' none liaa place a -I bove thee. 



4* KBT D. M. 72. 



. 8 ,-t 
Thy 



ri .,d' :t 



( Thy love, thy fate, dear i youth to 
1 1 he my liap - py I lot. 

t .t :d' ..d' ri .r' :n' .f',r' 



TAAte-ene. ta-anatefe. 

•d' 1 8 .1,-8:8 .,86 

share, Must 



86 .1 

ner - er. 



Bishop, 

:t .1 

nev - er 



8 .f :n .r |d rt| .n,-f 1 8 .8 :8 .d' r',d ' .t ,1 : 1 .,1 j 

But I thou may' st grant this hum -hie pray'r,For-) 



II 

!| 

tl'-i 

II 



get me not, for- 
5. xsT A. M. 96. 



get me not, For 



d' 



get 



;t,-d '.n',r' 

me 



di 

not. 



:d 



:n 



1. 



From EandeFt " Samson," p. 5. 



:- .d,ti:d,t|.l( f.l.s :f,8.n 



;r,n.d \ 



:- .r,d;r,d.ti |8,t.l :8,l.f :n,f.r |d :- .n,r:n,r.d 



f.s.n :f,1.8 :l,d'.t |d» 



• "* , V . 1 ,8 



[Advanced Shythmi.] 



d< 



t 



3 



6. iBT 7. M. 58, 

d :d .r |n 






.r 



a&ttft. 

n .r :n .f li 



From EmuhVi "SuMon/' p. 95. 

; -A%1 \ • !-,fAf|i t-,a',t,l { 



: -^ Af I • I 



f »ii :r .n If .n :r .n If ,11 :r •« If :-,i.f,r 



n,f.n,d: lylJiMld' .t,l: f .f |n :r .,d|d : — 



7. XBT 7. M. 06. TAA-efene. 7rom EandeVi << Samion/' p. 21. 

»t |d' :- .te,l: ta.l,i|l :- .iif.'s .f,n f .,rU* d' tr' ,t : 1 ,t «• i 



J 



d' .,t : l,tti :f «t«in|l :-. 1,1:1 .,lt|di .f :n :r .,d|d :^ : 



8. XBY D. M. 94. 

s : n .,r : n .r td 



1 :t :di 



:r 



From iraM«b;V*< Samson." p. Z5, 

•,d:r,d«t||n :f ^nx: f 



:r Hdr:n 



li :-,d,ti:d,r«in|f ii|l :f :- .n |ii,dir :nif<t : l«t,d' 



• X * 1 «|X 



- .1 : f ..t 



pi«f,t:n :r.d Id i-jn^tiitVjn 



r !-|f,n:Tin,f 



n : — : — 



9. xvT 7« 11^88. 

•d :d .d |f !. .f In .n :n .n j r .n,f ?■ 

1 :- .t,l|i :- .l»8|f .n :f 
II III ■■ > j • «— ^— »— ^ 



From EtMiiPi <«BEMsiah/' p. 65. 

— :f I— m .f,i 



n 



10. xiT 7. M. 88. 



: •• If .l£:di .di 
I — :n jr : — 
|8 .l,t:d' I- :t 



t •• : 



From EandiVi << Messiah/' pp. 64, 65. 

I .n :1 I .r :f |<- •« :f 



d .1 :t .1 |d> : .d' It .t :t .t |1 .t,d':r r 

I 

* .1,8 : 1 .t jfe :f |— :f6 ji 



! 



[AdvMioid .BhythttB.] 



11. XST F. M. 96. 

.8 :f .ntr .d|ti,fe:-.8 :-.n 



12. xsY 0. M. 104. 

. 1 :-.8[ fe. 8 s-»f I w : 



1^-AA. IVom EandeVt " Jephtha," p. 1. 

8,.n: -.f :-.r |8|.r :-.n:-.d|8 : .d: t|.l||8( 



.8 :-.f 



From Mozart* i "Twelfth ICass," p. 66 



n 



.8 :-.f 



n : d .d I d 



13. SBT B>. M. 72. Prom BandeFs " Acis and Galatea," p. 11. 

In :-.f |8 .r :-.n|f .d:-.r|n.ti:-.d|r .li:-.t||d :r.n|f :-.f|n : 



14. XBT D. M. 116. 

n' :1 :1 |l.t:di.t:l 



-.t:d'.t:l I-.t:dU:l 



From HafuUCt " SamsoA/' p. 9. 

fi :t :t | t.d';r'.df;t | 



-J':r»J':t |-.d»:r»xl»: t r» :n' :f» \vt :r».d':t.l rl :t :- |1 



= - :. j 



f :8.f:ii.f|r :- :r. |f.8:f :n jr 



* mm * ^ 



15. XET A. M. 60. From HandeV$ " SameKm," pp. 33, 34. 

: .81 [ 1| .li ;- .8|,l||t( .t( :- *lt,t| [ d .d :- .ti4lr,d.t|,l|; 8| .f| jpii 



16. KEY O. M. 126. 



From Graun*i "Te Deum," p. 9. 



: .8 



KEY O. M. 126. mcomwauns'^'ieuQXimi'p, 

8 !f,in |8 :f .n|l.l,l:l.l|1.8:-.d'|-.t:-.l|-.8:-a|8 :f [n 

17. KBT D. M. 80. From Oram* a « Te Deum," p. 2k 

n' :rt |- .de»:rl .n' |f',n'.ri :- .dM- .t :d' .rl |n',r'.d< :- .t |1 



18. KBT E. M. 60. 

I n' t-,r' . r',d': r',d'.d',t| di : - : - 

IQ. xbtA. M. 80. 

: .n |n.de:r I- .t| :a.n If : — 



From Oram*t «<T© Demn." p. 27. 

- .de»:- .rl :ni.fi It :- .t :d' 



Prom Graun*8 "Te Deum," p. 29. 
E.t. ^ 

I- .r :nl.t jd'.s,l:s |-.f :-.i%r| 



n .8,1 : 8 



1- .f :- .n,r|n .f,8:f .8,118 .l,t:di.f In :— |r 

[Advanoed Bhythma.] 



90. Jon Q» H 80* 



From HandeVt ** Aob and Galatea^" p. 39. 

•f : n .,r I n,f .• : n : r .4 1 d : - .n : r .,d 



{ 



r .• :-.r :- .i%f In .t :-.d :- .r,n|r .t :-.r :- .f%{ 



n .r : d 



21. 



E. H.66. 

:1 It 



^•:r' 



-,d^t 4 : 8 



From HandeVt << Messiah/' p. 3. 

•f |n,r.d :d< 



? 



f ,n .r : di 



If^.n :d'f 



-/i.r :• .f |n 



,r :d 



2d. XBT G» M. 72. 

: .n:f In.f :-.n: 1 .t|t.fe:fe : 



From Mozart* t " Twelfth Mass/' p. 2. 

f.,f:n : |r<f,l:d :ti Id 



Lass/ p. 

:t, [( 



28. xxT D. M. 84. 

di :d» :t.l|i :— : — 



A. t. From MandeVn <' Samsoxi," p. 34* 

-.,f :n.»r :n,r.d |ir :— :— -.,d: tr.,li;ti,l|.8| > 



I f ;-.r !r.4r | n ! - >d ; d .,t|d | r t - .t| tt^li t| l d«r>n ; rji>d ; ti4«li | si :*■ J 

24. XBT G. H. 80. Pae. Prom ^Voim'f ^Te Demn/' p. 35. 

It :— I- .di :t .1 Is .1 :- •! |8,f.-,n:f in .,f8:f .n |n .r : 



25* -an 7. M. 120. 



:i 



di 






I- :1 :f 



From HaycMt " Creation," p. 12. 

n |_f : r | d.n :-.8 ;-.t k 



- .* :- .t :1 .• If : -,8Af : r/i.d,r| ti : jr,n:s,fAr|d .n :- .8 :- .t 



- .d' : - jn»^»: d',t.l,8 j f : .1,8 : f,n.r4 



.r,n:f,8.f,8|f 



- 1 



ti 



26. XBT O. M. 50. 

j%-f;fe .8 I .l,t:di 



te-ene. 
- :-l.f,r 



From Weber' t « Mass in G/' p. 32. 

4,-fi:8 |d : 



[Adyanced Bhyihms.] 



1 






87. xsT B!?* M. 60. 

.ti Id .ft in .r^d Ib 



6 

ta-ene. 



From Sander i ^Meemaii,*' p^ 37. 

: -,1.8,1 |f,Hn.f r«:f»« «f fg | n,r .d : .f | 



c|i%r_.d :- .1 l 8,f .w : .si | l|,t|.d : .8 I f >n,r :r 



,d|fi 



28, KXT B>. M. 80. -aataitee. ^^m EandeVt « Jephtha," pp. 17, 18. 

jlf :n .,r:n l-td^rrnidirtn !-»£ .d:r jH^d :r l-jtud: r.tud :r | 



ti 



F.t. 

-/i.ti:d.r4ti:V |-.t :-.r* :- .f |af«8:s :§ |-^,f ta.f ,n:f in^rld 



i 



taralattrele. eno-fe. a-ana-terele. 

S9. KST A. IL 60. From SandeVt "Samson,*' p. 83. 

:d Id :— j— :— j— :- .t,l|,si 



tlii 



8 8 8 

: -rr.d t|l||8|l|t|.d r n : f .r 



:- .d Id 



80. XBT G. H. 80. 

(| Jfr:«%-irrld 



tana-a. tene-e. From Oraun*8 ** Te Doom," p. Z^ 

:r .,nf|n .If,- :8n»-.fr,- |d :r |d 



1 



Tanafa-AI. 

81* KEY A. IC. 72. From EandeVt ** Samson,*' p. 56. 

: .8 [8,r.-;n,d.- |ti : .ft I ^r.- :M.- 1 1 :d Id :d |d ;Hr,d.- | 



II 



:nr,d.- Id" :- .t |1 .8 :f .n 



|rd,t|.- :d .f In :r ..d Id 



[Adyanoed Bliythms.] 



TJULtefene. TAAte-ene. SAAte-ene. 

82. KBT ^|7, M. so. From SandO^s " Samson," p. 42. 

4: .si In :- .£^|i :- . f,n|r ;d .,t||ti : I : ^ 



i| .1 :t .frnin .ySiljfl.fVilr : .n Id : .f |r : ,% 

(In .drt i:d .,ls|8 :— I— ^ . f,Hn| n : .r Id .t| :d j^j r 

38. xbt' a. H. 80. From Oraun*$ ** Te Demn," p. 35. 

: t It Jrta: 1 •• I f e .nlM^i r' h 4' -t »! : 1 3 «n,r 



I 



<|n is,lt:di 



I 






tl 
II' 



84. KST D. M. 66. 

:d' :- -trill 

f . o. 

: : «r .^ I f 



SAAtene-fe. 



From Sander B «< J^htha,** p. 70. 












•nf,t:f .n |r 






II 



85. XKT E. M. 100. 

8 : 8 It :- .n |f 



,fAf: t,f.n,f|n .t :— I ,ti,t:l,8.f,8|f .1 : -..rUr' .d' :d' .t |dl : — 



I 



itOBy' p. 

.d' : n "^ : re | 



SafjEttefe. 

From Sander 8 " Jephtha," p. 105. 

:- .t I n .d :n I ^.r^;f/i.r/i|r .f : — | 



T A T» A A f AiAn A- 
80. KEY D. M. 80. From Oraun'e « Te Deum," p. 35. 

(|8 :- I- .d'rr'id' .n» |- .trd':t .ri - .d',-ri:dl .n' I 

(|- .iri^it .ri \if .^W:rl 11 

SAAte-ene. TAAtene-e. 

87. KST O. M. 80. From QrauvCe " Te Demn," p. 36. 

(|8 :— I- .d>rr':d' .t j .lrt:l .t I .f,-t:f .n J 

( I r . trr : tt •- j't,- 1 dl .,tl : t 11 



[Adyancod Shythms.] 



8 



} 



88. xar D. M. 80. 

I .fir,- : n'd'r .r"t,- I d" 



:r' 



.^n'f'ln' 



Item efrem't "To Dsam," p. iS. 

.f'r',-:n'di,-4iri,-|d« 



I 



} 



89. KBT D. IC. 84. AA-efbne. ?rom SandeVa ** Samson," p. 97. 

:8 In .,m:n.,rn|f .^nfif .,nf|t ^n:§ .,f8|l .f st .1 |t| :- .ti|d 






I 



40. 



To be 8img in two parts, the Examiner or some other person taking one part 
XZT O. H. 120. From Sanders <<Pcttibgoa To Deom," p. 16. 



: 8 



I- .f,n:f 



81 



:- .li,ti|l( 



:- .tf,d 



f .n,T :n 



I - .r 4 : f 



:- .lf,Sild 



:- .ti,l, 



f .s 


:n .r \n 


: r 


.,d 


t( .S| 


:d 1- 


:t, 





d 
d 



1 



41. KEY G. 






M. 120. 

.fe,8 |fe 



In two partSi as above. 

From ffandeVi ** Dettingen To ]>eam," p. 17. 



:- .80,1 



in 



I - .r ,d : r 



86 



.l,t In 



:1 



.d,t|:n .r |d .tf : Ij 



.n : r 



|- .n :d .t| 



1 



.1,1 |8e .n : 1 



II 



:8e 






1 



42. 

:8| 
:n 



KEY B!7. M. 120. 



:8| 



li 



: - .81 : 1, .f| 



In two parts, as above. 

From HandeVt << Dettingen Te Denm,'* p. 28. 



li .d : r 



:- .1. 



: 81 



:- .fi 



ti ,r :n 



:- .t| 



n( 



:lr 



:- .tai] 



d .n :f 



: - .r 



I 



8| .Hi \ 1| 



• .. 



ri 



n 



:-.d :f 



:-.di :d 



P. t. 



- .r :n :-.d 



df .r : n .d : r .t| 



^8 : — : — 



:-,n :r.d 



- .n ;£ 



: -.n 



r 



:r 



[Advanced Bhythms.] 




itolt ^irmitwns ftm ih Claasirs, 



Selected from the works of Bach, Handel, GraTin, Haydn, Mozart, &c. 

These selections are intended to g^ve exercise to classes which are preparing for the study of difficult 
music, and especially to aid pupils in obtaining the Members' or the Advanced Certificates. The keys 
may be changed to suit tiie voice. The Eequirement 4, b, of the Members* Certificate will be satisfied by 
the pupils singing correctly and without hesitation any one of the following Nos. taken by lot — 14 to 25, 
and 26 to 34. The third requirement of the Advanced Certificate will be satisfied by any one of Nos. 
35 to 54, and 55 to 68, taken by lot. J. C. 



ii 



1. KEY a!?. 

s* :r :f 

His 



name 



is 



2. KEY 0. 



n .r :d .t| :d 



Two Eemoves. 

B7. t.m. 2)ach*8 "Blessing and Glory/* p. 11, 12. 



ex 



Ig 



.n 



Je- 



n' .n« :ri .d' |f' 

ho-vah*s glo-ry known ; 



:r :f 

eel - lent. His name is 
d.f. Bt?. 

I'si : t| .r If 

I Their i - dol gods 



.r 

shall 



n .r : d .t| : d 

ex - eel - lent. 
" Samson," p. 95. 

t| .8| : s .r \n 

from his presence fly. 



3. KEY F. 

: s Is : - : f 

No more to 



n : - :r jd : - : t| 

Am - mon*s God and 



5. KEY C. 

t ; r' ,t : 1 .8 

And their 



4. KEY D. 

tr'lr':- :dht :- :1 |s :- :f 

No more to I Am - mon*s God and 



G. t.m. 

1( :- :1 |is:- :f 

Sling, fierce Mo - loch, 
E. t.m. 

n : - :n'h'r':- : d' 

King, fierce Mo -loch, 



n :- 

shall 



d' .t :di 

tri - bute. 



D. t.m. 

de't : r'.t ;1 .s 

And their 



«Jephtha,"p. 4. 



r |d : - : t| 

ourcym - bals 



rmg. 



(( 



Jephtha," p. 4, 5. 

n : - 



t :- : 1 Is :- :f 

shall our cym - bals 



nng. 



"Jephtha," p. 92. 

d'.t : d' : 

tri - bute. 



6. KEY D. 



fl 



:r 



:n 



Eules the 



d« .t :dM :t .d' 



world 



"Samson," p. 83,84. 
£i. t.m. 

r' .d' rr'.n" tr'.d' jt .1 :ti.t :d» 



II 



— : ri : d' 

rules the 



:t 



:r' 



world, rules the 



world 






in 



d" : - : - 

state. 



Price TwopExcE. Tonic. Sol-pa Agency, 8, Warwick Lane, London E.O. 



7. KEY G. 

|n .n : .n d 

Brcthrcn^fare- well 






I .d :d.r t| .ti : |t| .d :r .d 1| 

your kind at- tendance now I pray for- bear. 



** Samson," p. 94. 
d.f. F. 

|dr :r.n 

Lest it of- 



f : .f|f.f:f.n 

fend to see me girt with 



d : .d In 

friends, Ex-pect 



O. t.m. 

.nil : .U|f .f :f .n id 

of I me you*ll nothing hear im- 1 pure. 



8. KEY E!?. 

r : - .r In 

Mur - m*ring still 



: f | n .r ; s .n |d 

his gen - tie love, 



f. A|7. '' Acis and 6alatea."p. 52. 

• |8r :-.r|n :f | n .r : s .n) 

I Mur • m'ring still his gen - tie 



i 



Id 

love, 



B7. t.m. 

"r :- .r |n :f 

Mur - m*ring stiU his 



| n .r : s .n |d 

gen - tie love. 



9. KEY B9. 



n 

par 

n 

sea, 



I 



In 

ed 



- I 



:ni 

And 



ll 

his 



:- .n 


8 


• 
• 


the 


dry 




:n 


f 


• 
• 


and 


he 





t, :- 

hands 

8 : 8| 

land. For 



" Come let us sing," p. 20. 
d.f. At?. 

I'S 

and 



d :1| 

form - ed 



B|?. t.m. 

mr : 

His 



.f In :r 

hath fash - ion'd I it. 



f. E!?. 
taf I : - 



Id 

is 



pre - i 



the 



10. KEY F. 

:n .r :n 

Mingled with 



: n .d : r 



- .r :n 

the hail, 

- .r : r 



:n .r f .n :r .d : ti .1 

rana- 



long 



up - on the 



O. t. m. 

.Td.d |d .t| ; ll .8| :f|.d 



mingled with | the hail, ran a- • long up - on the ground, mingled with 



"Israel," p. 26. 
8| : : 

ground, 

:n .t| : d 



i 



.tt :d 

the hail, 



:n .r 

ran a- 



d 

long 



.d : t( .d 

up - on the 



ti :- 

ground. 



[Difficult Transitions.] 



f-* 



11. KEY E. 

8 :f :- In :- :8 11 :r :- |s.f:n.r:d 



Take the 



heart you^ fond -ly 



!l 



d' :- :- I- 

mine: 






d. f. D. 

^8 : f : 



Take the 



gave; 



n :- : 8 

heart you 



"Jephtha,*'p. 15. 

d' :r' :n' |Lr^:t :- | 

lodged in your breast with 



n' ; r».d';t.d'[ ri :- :- jj 

jtond-ly gave. '' 



12. KEY B|?. 



d. f. Ai 



:si 

But 



n, :d( It. :8a d, :8a Ir, rSjla f( :r, 

woe ! when burst - ing un - con • troll'd, The glow - ing me - tals 



«* Song of the Bell," p. 3*. 

r : d t| : Hf 1 1( 

fierce ex - pand. 



18, KEY B!?. 



d [ t( .d : r .t( : 1| .d i r .1| ; t( .d : r -.t| 



d. f. A^. 



His 



won 



drous I frame 



to 



dr : — 

raise, 



"Blessing and Glory," p. 10, U. 



: 8 

Whoso 



d : — 

glo 



:r 



nous 



E^.t. 

|df : 

name 



:f 

a - 



14. KEY E!^. 



: 8 .8 

He is 



8 : 8 I 

bless -ed 



8 

lone 



:1 

that 



:di 
de 



d'.8 ;l .t idM 

serves our 



8 

end 



:f 

less 



n : 

praise. 



Three Beinoye8. 



8 : 8 I : 8 

com - eth, O 



8 : 

Lordy 






EaydtCa " First Mass," p. 62. 
s. d. f. Gl?. 

:- j«. .- |fr :d 



:- Kr :d 

in thy 



- Ir :d 



Ho 



t\ ;- .d|r :d 

ly 



ti :- I 

name. 



I 



! 



E7« t. m. 1. 

"s ;d' Ijfc |r' 

He is 



d' :- 

bless 



|8 :1 

ed, is 



r 
bless 



I r .,n : f .,8 

ed that 



f 

com 



n 

eth. 



15. KEY C. 

•n : t .t |t 

Un-will-ing-ly 



.t 

their 



t .t :t .d' in . 

super - sti - tion yields 



A. t. m. 1. 

•d« Id : 



this 



rest; 



"Samson," p. 1. 

I .d :d .r 1 

To breathe heav'n'sj 



n 

ait; 



.n |f .r ! r .d 

fresh blowing,pure and 



li : I : 

sweet. 

FDifficult Transitions.] 



II 



16. KEr D. 

: s Is : - 

la dis • 


: 8 

xnal 


1 : 

dance 


n' :- :- | 

bluOy 


• 
• 


• 
• 



- I 






f. F. 

:»r If 

In dis 



d.f. 0. 

:it Iri : 

a - ■ round 



:r 

mal 



n 

dance 



"JepMha," p. 4. 

:r' | r' ;-.d'; ri | 

the fur - nace 
B. d. f. Al?. 

- : - I - : - : 'n I 



il 
11 



f :- :- In :- 

round the 



17. KEY a!?. 



- m : ■ :- |d :- :r 

I far • • nace 



f ^8 rd 

Bo - signed for 



joy 



and 



n :- 

blue. 



II 



If 

peace, 



f 

is 



« Song of the Bell," p. 36. 
f. D^ 

n :- .wt|r' :r» 

made. The too - sin 



!l 



S7. t* m. 1. 

r'f :n 



to 



re 



|r 

- volt 



r 

and 



d 

crime. 



II 



18. KEY C. 



11 



n' :- |8' 

Sport up 



f» 

on 



en - 



t : — 

chant 



Maefarren's <* May-day," p. 30.31. 

A. t.m.L 

d' :— irS :— I— :wi| 

ed I ground; A 



n : — I — : d ,r \ n 

joy - • ous, I joy 



I— :d.r 



ous 



n 



:d |8 



:n 



throng now comes a - 



1 :- Is 



long. 



II 
II 



li : 

brow, 



19. KEY B7. 

: jd :d.r 

Oome,then,my 
O. t. m.l. 

I .i|d:d.r n 

And in your 



n.n: ln.ti:t|.d 

daughters, choicest art be 
E. t. m. 1. 

: .nhs.8:8.1 

songs for ever be con- 



-stow. 



" Judas MaccabflBus," pp. 98, 99. 

" r .r : Jr .r :r .d 



I .r:n.f 

To weave a 



t : .t|ri.t:l.s 

fess*d The valour that pre 



chaplet for the victor's 

: I 



d' : 

-serv*d. 






20. KEY F. 






Two Bemoves. More difficult rliytlim8. 



f .f : 8 .r |n .n : .ti,t| n .r :n .t| jd 

mode a bloody daughter, and pur -sued the fly-ing foe 

[Difficult Transitions.] 



" Jephtha," p. 40. 
O. t.m. 

•'^r |t( .t( : 1| .8( 

till Inightbadesheathethei 



d 

sword, 






.d :n .d |f 

And taste tho joys 



.d 

of 



f nf:f .n Id 

vie - to-ry and peace. 



21. KEr A 



In vain they roll their 



1 



:n 



foam - ing 
•if In 



f .,s : f .,n : f .,r 

tide, 



"Jephtha," p. 83. 

d. f. a. 
,1 : s .,f ; 8 .,rn i 



- .n :n .n 



n 








-r 




their foa: 


22, KEY Et^. 

: .d In : 

Bo- gone, 


•n 

my 


chUd! 


: .ti 

Thoi 


X. t.m. 

"r : .g| 

Fly be- 


n : 

gone. 


.8, |f .r 
And leave me 


: .lifli 

1 to the 


23. KEY By. 

n .d : .8| |d 

Saying, The s^ 


:n 

rord of 


8 

'<God 


: .n |d .d : 

and Gideon." 



r .r :r .d 

Thou hast un - done thy 



«Jophtha,"p. 61. 

1. .1. : 

fa - thor. 



r .r :r .d |1| 

rack of wild des-pair. 



** Judos Maccabsous," p. 56. 0. t. m. 

I .d :d .r |n : ."r'j 

I It was the Lord that 



S 



t .t :ri .t |8 

for his Is - rael fought. 



I .di :n' .d' 11,1.1 : ,d'.t,d'|8 : 

I And this their wonderful salvationl wrought. 






2^, KEY C. 

r> : .8,8 

Hal dost thou. 



" Samson, * p. 68. 

.8 :8 .1 It .t :t,d'.r',d') 

I thought that labour and thy chainshad) 



t .,t :ri .8 |d< .41 :df 

then, al - rea - dy sin - glo me P 
D. t. m. 

1 .1 : ,n.n,n 1^8 .8 : 8, 8. 8,1 it .,1 :1 .t |8 .8 :8,f.8,r 

tam'dthee. Hadfortunebroughtmeto thatfioldof] death,whore thou wroughVst wonders with an ass*s 



n : ,8.d',s|l .1 :l,l.t,d' 

jaw, r d loft thy carcase where the ass lay 



8 

dead. 



25. KEY 0. 

8 .8 : 8 .8 Id' .d' : .d' 

For the horso of Pharoah wont 



D. t. m. '< Israel," p. 133. 

d' :d' .r' h'r'.r' : ,r'.d',r'|t .t :t .d',r'l 8 

in with his chariots and with hisi horsemen in - to the sea. 
[Difficult Transitions.] 



1 



26. KEY GI?. Three Eemove. More difficult Bhythms. "Samson," p. 44, 45. 

.t| :n .t| Id .t| : .t| d .t| :n .t| |r :- .r ir :- .r |r :— ^ 

Be - hold thy servant^ Thy servant in dis-tress, O I God ! be - hold, ) 

la/, t.m.L 

.d«n:r .d |t| .l|,«i:d .ti,l||r .d,ti:n .r,d|f .n,r:s .f,n 



To dost his glo -ry they wooldl tread,To dost his glo - ry they would 



r 

tread, 



Is 



:f 



nam 



./I 

ber 



n 

him 



.r,d|ti :- .t| 

a - mongst the 



d 

dead. 



:- I 



.l£, 

Ands 



d .d 111 

lies the proof: 



27. 

I' 

(Here 



ti .d : r .8, jd 

in- YO - cate his aid. 



•ni ill .1| : 1| .t| jd 
If I Da-gon be thy God, 

f.E>. 






His 



f .f :f .n Id 

glo-ry is con-cem'd. 



"Samson," p. 74. 

.d :d .r |t| .t| : ^ 

With high deTO - tion S 

0. t. m. 1. 

•d :d .r In .,"8: 8 .1 ^ 

Let him dis-solYethosemagic 



t 

spells 



•t |t .t : 1 .8 

that gave our hero 



d' : .8 |di 

strength. Then know 



•n : f . ,8 1 d 

whose Grod is God. 



28, KEY Bt^. 

: 8 |r .n : f .n Id 

Sound then the last a - ' l&rm ! 



I .d :d .r 

And to the 



O. t.m.L 



" Jcphtha," p. 31. 



"8 .,r :r .n |f .f : i 

field ye sons of Is-rael! t 



D.t. 



f •£ : 8 .r I n : .d i n .n : r .^f 1 1 .^t : t .d' 1 8 

with in - trepid hearts ; Del -pendent on the might of Israel'al God. 






I 






29. KEY E. 

: |n .,r:n 

Taught by great 



If 



n .,r 



thrust the 



:ti I 



r :d |8 .n :r .d 

Al - fred, never from your 
8. d. f. G. 



f 

door. 



poor. 



28n 

No 



t| .,ti: t|.t| |f 

tale can to the time 



Macfarren's "Christmas," p. 21. 



-.f |8 



:1 

wiU you re - 



1 



: r 



lent - less ) 



I 1 



-.n 

more 



r .,d : d .d I d 

fitt - ing be than one 



30. xsT B!7. 



.li 111 :- .If 



:- .r, |f| .,f,:t| .,f,ini 



His migh • 



iy I gpie£a^ His mighty griefs rcj-drcss, 

[Difficult Transitions.] 



" Samson," p. 43. 

I .Hi :n|.ni ( 

His migbty^ 



ll 



I .!( :l|.ti 

His mighty 



griefs, 
S/ • t. in. 

.Is :r .n |f .f :f .n 

Nor by the hea-thenbethey 



d :- 

griefs, 

d 

told, 



8. d. f. D!?. 

I— :- .dl t .r :f .n Id 

His mighty griefs re-dres?, 
XT* t. in. 

I .ig :r .n if .f :f .n Ide 

Kor by the I heathen be they told. 



Two and Three Bemoves. Advanced Bhythmi. 



31. 

r 


KEY G. 

: r .n .f : r /n .f n .r .d 


^ t.m. 

:rid(ti:d "r :r 


,n,f 


:r.n.f 


«*Jephtha,,"p. 102. 

riir^d: r,d(t|: d 


8till 


I'm of thee 


pos - sess'd 


Such is 




kind 


heav'ns de - creo. 


32. 

8| 


KEY G. 

:- .fCuSi :1| »t|4 

of Dan - ish 


n .,d : 8 


: ni 

Is 




Macfarry 
red 


w'« " Christmas," p. 26. 
8.d.f. Bt?. 

:- .f :»in( .,n, 


Blood 


war - riors 


up - on the 


fr 


:— : .1| 

A . 


• 

li :- .r :d 

mid the conqu 


..li 

'ring 


d ., 


t| :d : 


snow, 


Sax - 


ons. 



33. KEY G>. '^ Samson," p. 42, 43. 

: .ti Id .t( :n .t( d .ti : .t| Id .t( :n .t| ir :— |— : — 

Be-hold,be-holdThy ser-yant, Thy ser-yant in dis-l tress, 
E!?. t. m. 1. 

- .de.ti : r .d | t|l|,8| . : .d 

o 



r 

hosts! 



| t|l|,8| . 
He - turn, re • turn, 

.1,8 1 8 : - . f,n 

be - hold, be- 



r,d.t| 



.n 



If .n ,r : 8 .f ,n 



God! 



Be - tum,0 



God 



of } 



n 

hold 



.r |8i 

Thy sor 



• - f 

yant 



n 



/^ 



in 



££_ .,d I d : — 

distress. 



34. KEY B|7. 

:li 111 :- .r :d .!( 

And I breath - ing forth his 



d .,t|:d : 1( 



sor - rows, lofts 



1| 
up 



Maefarr$n*s " Christmas," p. 22. 

G. t.m.L 



.r :d,l(.- 

his withered 



n : - : "i8|.,fi , 

hands : " The] 



Pit : — 
heay'n 

1 :r 

I Bless him 



:8| 

ly 
:n 

who 



d : — 

King 



:d 

who 



8| :d 

reigns on 



ll 



: 8 



:- .f n 



hears 



the 



:r 



n : — 

high, 

- id :- 






poor 



mans 



cry 



»i 



[Difficult Transitions.] 






6 



85. 



I! 



It!, xif e. 

Vt toon- hoYt been mv 



r 

most 



« Jls file Halt,** p. 8. 

.1, |ti : .ti^lr ^ :d .tbU 

dflT snd nifjlxt, "Wlulefiiflyt dn - Ij^ say unto 



f 



C. tj&. 



d 



dni - ly vy mit&xiifi. 



ld« 



wnr fliyGkid* 



^ 



36. srr 7. Z if 2>. 

1. :- 111 :- 

Fount of 



ii 

mer 



CT fr«- - 3y 



(|*li :- 111 
(1 Kod - iMf 



li :-4,|»c, :n, 

fclrasii of lore l»e 



A : 

flow 

A 

stow 



I- :- |t. 



- I 



- I- :- It, :- I 



." p. !«• 






87. 

|i< 



• ,^ 



: ii I tei : 

eonMsbl on 



■ore tJiaa Three HemoTei. 



Sangof <iieBdl,*'p.27. 



:sei|li :- :d 

with sa - Ue 



ti ; 

man 



:n, I 

He, 



* 



t 



1 : 



' I ' 






0. 1. SL L 

|»i :- : 1 il 

Soft • ly I sleeps 



- :1 !t :1 :s Idi :s :n 



the Inng^li - er ■ peace 



fal. 



II ti 
Willi 



out 



n :- 

dread, 



r. s. d. £. S7. 

- |r :- :r Id :- :*n|f :- 



soft 



ly I sleeps 



the pea 



:r in :- :d 

santi peace - fol. 



1' ' 



("1, :- 

Guard 



:t| d 

- ed by 



:de |r 

tbe law. 



• _ 



O. t. m. L 

: re I «8 : - 

andl caro 



- :f 



: r 

ful 



• ^ 



d 

watch 



:d II 

ing 



: - : 1 1 1 : d' : n | s : f 



vor ' o er 



his lone 



:r 

ly 



d : 

bod. 



[DilGcult Transitions.] 



9 



88. KEY E. 

• 8 aO »9 •! •b 

Of swift-er flight, of 



r. s. d. f. C. 

d« .d :dW .ri :d' .t id' 

swift-er flight and sub - tier I teme/ 



" Jephtha," p. 42. 















d. f. Bl?. 

d'r 

Of 



: r :n 

swift • er 



flight 



•r : r .r id 

and subtler I frame. 






39. KEl 

: .1 


r C. 

t .8 :d' .n' 


d' .t,d':r' 


.8 


Beethoven* s ^<Mass 

- .d' :d' d' : 

men, A - men^ 


in C," p. 23. 
B. d. f. E!7. 

:T't 


A 


- 


- 


• 


A - 


d. f. Db 

d« : :it d' 

men, A - m 


:d> 


„ 


C 

• 


'. t. m. 1. r. 8. 
de'r' 2 — 


n' : — 

men, 


ri 

A 




d'. 

men. 


ten, A 


- 


■ • 


40. 
: d.,d 


KEY Ab. 

d : t( \ .,f:f .,f 


f :n. 




:d.,d 


SoesinCe " Stabat Mater," p. 9 
r. s. d. f. Eb 

d :t(. 1 :f.,f|'l :8, It :-.t 


When she 


8a\ 


7 Him, the Lord < 


[)f 


Qlo - ry, 




All his 


Tifl - age : 


Diazx'daiidl go 


• 


ry, 


aU 


Hia 



d' :- .di I del :^ .de' 



VIS 



age marr*d and 



- .rl 



! - .re' 



go 



.r' re 



ry, Smart - ing 



n 



I • — 



|fi :^ 



from 



A.7. t.m.l.r. 

— :n'd' I- .8 :fc.8 



the 



1 



:- .t, U 






.8 



Fa 



ther's 



I* 

I rod. 






41. KEY G. 

: I :8 1 :1 l8.f:n.r 



And 



in his eyes with 



8 :— in 

bright - ness 



d. f. F. 

: n 

the 



breath 



8. d. f. Ab. 

:t 

and 



111 : - I - : fj d 

im • - age 



« Creation," p. 42. 

f :— I :f in : 

shines The! soul. 



- Ir :d id :- | 



of 



his I God. 



[Difficult Transitions.] 



8 



35. SBT B!^. ZisG. 

•t| |n .fti : t| .d 

My tears havo been my 






Minor Mode. 

r : sei .1| |ti : .tiA 

meat day and night, While they 



«* As the Hart," p. 8. 

r .,r : d .t|,ti 

dai - ly say unto 



d 

me^ 






C. t.m. 

pr' .,t : t . 1,1 1 86 

I dai - ly say unto me, 






3d. KEY V. ZiaD. 

1. :- 111 :- 

Fount of 



8.d.£. A|^. 
dl, : — 

End • 



111 
less 



li : -.,1(1 86, :ni 

mer - cy free - ly 

li : -.,1,1 86, :n, 

streams of love be 



rf .,d' : 1 .,86| t : — 

Whereis now thy God P 

ltossinC8 "Stabat Mater," p. 16. 

- I : 



d :- 


1- 


• 

• 


t, : 


flow 


- 


• 


ing. 


d :- 


1- 


• 


ti : 


stow 


• 


• 


ing. 



:- I 



37. KBT B!?. 



Mor6 than Thiee E6nioY6s. 



it 



Is. 



Song of the Bell," p. 27. 






Night 



:8, 
comes 



86| : 
on 



: sei 1 1, 

with sa 



:- :d 

ble 



man 



:ni I 

tie. 



} 












O. t. m. 1. 

I mg : - : g 



1 :8 


:f 


n :- 


• 
• 


With - 


out 


dread, 




• 
• 


• 
• 


• 
• 


• 
• 



Soft 



Ir 

soft 



ly 



- :r 



ly 



1 :- :1 I t :1 

sleeps the burgh 



r. s. d. f. E). 

d : - : dn I f 



: 8 

er 



d' :s 

peace 






ful. 



sleeps 



B>.t. 

1"!, : - : t| 

Guard • ed 



d 

by 



t .. 



the pea 

:de |r 

the law, 



:r 

sant 



n : 

X>eaco 



:d 

ful, 






G. t. m. 1. 

ing 



re 

andl core 



— . • ^ 



- :f 



: r 

ful 



d 

watch 



• _ 



:d |1 :- :1 s ;d' :n Is Hf^ 

ing - ver o*er his lone 

[DIlGcult Transitions.] 



: r 



bed. 



9 



38. SET E. 

r. 8. d« f. 0. 

.8 :i .• :1 .t Idi .d :dini .r^ :di .t id' 

Of 0wift-or flight, of ' swifi-er flight and sab - tlor I frame, 



" Jephtha," p. 42. 












d. f. BS. 








d»r 


:r :n 


r : 


.r : r .r d 


Of 


Bwift - or 


flight 


and sahtler frame. 






89. KEY 0. 



.1^ 

A 



t .8 :d< .rf Id' .t4':ri .g 



.di :d} 

men, A • 



Beethoven*s "Haas in C," p. 23. 

8. d. f. E!7. 

d' : I :i^'t 



men. 



A • 



d' 

moni 



cLfcDb 

:it 



A- 



d' : Ji I — !- 

mon, A '• • 



0. t. m. L r. 8. 

ideiri : — 



mon. 



ri :- 

A 



d'. 

men. 



40. SET a!t. 



'Wheofhe 



d : ti I .,f :f .,f If :n. | 

■aw Him, theLordofI Olo • rft 



Jtouinfa ** Stabat Mater/' p. 9 
r. f . d. f. F|7 

:d.,d d :t|. I :t^{\H :b, |t :-.tj 

Allhifl Til • age mao'd and] go • rr, all Hisi 



di :- .d' I del :- .de' 

vif • ago marr'd and 



• - -rl 



eo 



:- .re' in' : — 



.ri Irei 

ry. Smart • ing I from 



|£i :- 



A/. t.m.Lr. 

:w'd' I- .8 :fe.8 il 



the 



Fa 



:- .t, 11 



• ^^ 



•f 



thcT*f 



d 

rod. 






41. KEY G. 

: I : 8 

And 



1 :1 |8.f ;n.r 

in hia eyes with 



8 :— |n 

bright - ness 



« Creation," p. 42. 

f :— I :f in : 

shines Thcl eool, 



d.f. P. 

I :n IH :— I 

tho I breath 



8. d. f. a!?. 
:t 

and 



d'l :- I- :f£ d 

im • • age 



- |r ;d id :- | 



of 



his I God. 



[Difficult Transitions.] 



10 



42. KXT D. 

/ : 1 1^ ^ .n I g 

f Tbe 'good - Ir fd 

g ;f/»J |n : 

Thee, 



O. t. m. 

I praMoThee, 



GrmatB ** Te Demn, ' p. 9. 

:f .n il.l :1.1 |1 ^:i ,d' [~,t ;- ,1 |-.i :- .1 

pnttMl 



• l0wih^;o# the pvophetepniae Thee,] 

f. d. £ F. 

I : |4'1 rlf.n 

I praueThee,The 



f .f :f .f^lf .n : 

no-blo annjof martyrs 



I 



11 .■ : 

p«raisoTheCy 



! t,l .tyf I n 



praise Thee, praise 



r 

Thee. 



I 



43. 



G. 



Transitional ModnlittioiL Two Bonoyet. *" israd," p. loo, loi. 

A. t. m. f. D. X is ^. 



•8 in :d.d |^fi : g|.g 

The| depths were congeal - ed, the 



n :d.d I^iH. zn.n'id' : 1 .1 (se :n 

depths were con-g^ - cd, the| depths were cong^eal - cd. 



44. XET 

:d It 

Like' mo. 



— I— :f£i|r :— | :r 

a - verse to 



n : — 

each 



** Samson," p. 49. 

I— :r^|t| :— I :r ^ 

de - light. She ^ 



r :— I— :r |ie:— | — 

wears the te - - 



:t ir :— | 

dioosl wid 



:n Id :- | 

ow'd night. 



:l. I 

She ) 



d. f. a. 

idr : 



— I — : r I f e : — | — : t 



wears 



the to 



dious 



r 

wid 



I- :n Id : 

ow*d night. 



- I 



45. XET B>. 

n :d : 1 



r :— : — 



— :n 



:f 



Molt 


ing mur 


- 


Ir :- 


:— det :— ;t 


di :s 


love. 


Melt - ing 


mur 


f :l 


iV 


rf :1 


:d' 



:d 



I 



I 



Molt 



ing 



morsl fill 



:d' 



mur 



mtcrs, I last 
[Difficult Transitions.] 



:r 



:t 



"Acis and Oalatea," p. 15. 

t,.r :d : ti.li 



:d 

murs, 

: 8 

the 



last 

n' :- 

grove. 



:1 



mg 



86 

love. 



ing 



11 



46* xvr F, 



Ost.m,ZjsE. 



|n :n.n 1 1.1: |n.n :n.faa|8e :"ir |i 



In the warmi sanshine of our profp'roiul daji, friends iwann ! 



1 

msl 



«8anwon,"p. 14. 

•ti : t( .111 t|.tf : t(.d I 

Bat in the winter of ad- 



r .r :r I .r :f .n id 

Tcr-si - ty, draw in theirl head. 



47. 



XET CI. X is ^. 

:n .ba Ise .1 ; t .d' 

till Thy poo -pie pass 



r' 





:- I- 



TOT, 



«l«iael,"p. 152. 

d> :t .1 . 

which Thouhaitt 



In 

pur 






chas 



D. t. m. 

l.lj^ll 

ed. 



t| .d |r .n :f .• |i_J_ :* -r' It 

1 • Tor, O Lord. 



till Thjpeo-ple pass 



48. XET A. 



r .d | t|.r : d.ti 1 1( : ri.ri |n( : - .ni i h 

Thy peo - plo | which Thonhastpar - chas-l ed, 



*» Israel," p. 128.129. 
d. f. G. Z is & 



:li Hi :ii 

they shall he 



'«isei:8e(.l( I 

still, till Thy' 



jti.d :r .n 

people pass 


f :- 




1 


f :n If : — 

rer, Lord. 


• 




:- 1- :- 


49. SET D. 

8 : d' .r' : n' 


d' : - : •< : n' - ; di 


"Israel," p 103. 

8 :— : 


The en-e - my 


' Mid, I irill pnr • 


sue. 


di : i : n .r 


d. f. 0. X is A. 

dr .n : ba.8e : 1 .t d' .r' : n' .r' : d' .t 


£ : ; 


I will ov-er - 


take. 




60. XET i 


n * :-. 


TraiUitional Modulation. Three Bei 
n In :r .1| t| : j : 8 


noves. "St. Paul," p. 2 L 

f :n 1 :1 


Lord ! lay 


not 


this sin to their charge. Lord 


Je - bus! ro - 


1 :8 .f In :r 


I 


PP 8 d.f. Ol?. X is A"?. 

MA. I ll.t :d'.d» 

And when he had said this he 


- :t.l 1 


80 : - .1 1 : — 

fell a - sleep. 


ceive my spi - rit 





I 

I 



[Difficult Transitions.] 



12 



61. XET B!^. Zia G. 



Bat 



:ti .ti 

aU tlie 



d : - .ti : d .sei 

work was notcom 



C.tm. ZibA. ** Oteatioiw" p. 40, 41. 

d' : - •! : d' .se 



li :d«t :t .t 

•plete. Bat all tlie 



wozk 



was notcom- 



i I plcte, 









£. F. X is D. 
I 



There 






want 



:n 

ed 



d :- .d : ti .If I 

yet tliat wondrous 



nn :- 

Mbe 



B. t. m. L 






i|d :n :$ I :— :f It :^ :t id* : — 

That grate • fal > shoald God'sl pow*r ad- | mire. 






52. KEY A!?. ZibF. 

j : n I i : n : se I 



The I works 



1__ :lr :ti 

of thine 



own 



Maydn'8 *' First Mass," p. 4. 
Vm t.ni.L 

I hands. Hide not 



ii 



r 

thoa 



:r 



thy face 



8 : — 



:f in :d' :t id' 

from I us. Hide not I thou 






:di 

thy 



di 

&ce. 



53. KEY F. 

:t| d 

He « joice. 






:d 

re - 



r 

ioice 






Beethoven* 8 "Mass in C," p. 40, 41. 

|r :r in :-.n|n :n 

in the I Lord and mag . ni - 



C.t. 



.I'n ;t |t.t:t.tjd' :-.d'|d' 

II £y him all ye seed of| Is 



ti 
ii 



8. d. f. E|7. X is a 
maid' : — 1 1 : — 

good - nesa 
54* KEY Eb. 






Its voice 



ra-el, 



1 : 1 Is : 8 

which thou hast laid 



- :li If 

to sor 



:di Id' :d>.d' 

How plen - ti-ful, 



t :— |r» :ri 



Lord, 



18 



thy 



f :n Ire 

up for them 



:- .re 



that 



re :n | 

fear thee. 



— I— : 8| in : — 



row it 



Bamberg's "Bell," p. 41. 

— ;r \x ^ 

shall 



II 



d :ti I :f 

lend, it - 



f :n I 



self 



F. t. m. 

:rd 

not 



d :t| If 

feel - ing joy 



[Difficult Transitions.] 



— |— :t| In 



.r 



or pain. And] 



18 



r .d ; t|.l | In :n.n 

with its ra • ry-ing 

d jrai.railni : — 

va • ry-Inglfcono; 



r : d I ti : 1| 



notoi 



at 



••I 
tondy 



I .n : i6.n 

On lifo'io 



I :1( 

•vont • ful, 



I 



D. t. m. 1. 

hii : d .n 

And AH iU 



8 ; -.n| i ,f ; r.t, 

tonoiy "whloh firit »o 



:-.n 



r .d i .dli 

clcary Soonfbdoi and 



1 ;".i|f ,i ; l.t 

on thooar do - 



d' :- 

coy. 



65. XBY El7. 



Tranfitional Kodulation. llora difficult Bhythms. 



to larkf 10 



I- 



..t :d' I- .r' :t ^.,t 

No ihow'n 

•t : 16 .,16 

to toil 10 



1 .1 : 

oaf - ing, 



Bir.t. 

d' .8 : .r'ill .f :r .8 

plootingy Not f un«liino to tbo 

E^t. 

.tn'Ifi .r' ;t .n' di i 

At tbofodoorimilof to mo. 



'' Acif and Galatoft.V p. 24. 
d.f. A!^. I U F* 

n .,d5*l J 

boo, Not f Icox) 2 



I 



t 



60» XBY F. 

; 8 

ITxoy 



- :f If 

tho Iri 



fa sf .f |n_^ !8 .1 ir :8 

loft • thcd, thoy loa«ihod to I drink of 
d. f. ab. X if (7. 

d' .8 !Airi I- .d»,t;d' •- .ta : I .8a|l 

|wa • • • - |«torin*to blood. 

57. xxT B).Xif 0. 

r : t| .t| |iai : .sai 

Wrotch-od in - dood I But 



<«Tfraol," n. 10. 

:n .8 |1 :1 .t ^ 

• ror : Uo turn -ed their) 



" Judftf Maccftbroui/* p. 0. 

lai.iai: 1| .ti |d i .1| |f|.f| : .ni,ri|8ai.8ai: lai.li ^ 

lot not Ju-dah'fraco Thoiri ru-in with dof ponding arms cm-) 



broco. 






0. t. m. X if A, 
|i|8 : 8 .8 

Dif • tractful 



d' 
doubt 



I .8 :8 .1 

and dofpor« 



t .t : 

ft • tion 



It .r' :f 

111 bo • oomo 



I 



.f :1 .8 In .n : 

the oho 'ion na - tlon. 



r\ .n :n .ba|8a 

Gioson by tho Qroat 



•n 

I 



di : 

Uovttt 



In 

who 



:n .ba 

ftiUtho 



la : .n jl : .1 

samo; Wo truNt, will 

[Difficult Tyanfitionf.] 



D'. i m. X if ^. 

1 : .Ujt : .8 

AMi Tho Lord of 

dM :1 .n |f } 

give at- ton-tiro ear. 



14 






l4 • >h« 



tAj.L 






pL^,eo. 



S 



I, ;- 



mhu 



:1, i tet ^t i;fi 

U ' I la * Jab* 









:fi 



r% ..sek:tf 



M, KcrA^ZiiF;^ Ti«ttini; 



to the 



Jephtha," p. 49. 



j|ii^f;f*,f|f :n |1 : - ,i [ f .w ; r ,d 1 1| :1| I sei ;- .Ijlti .1| ;t|.de j ii 

1 1 Wri;fi»i(<fr<WitJr';bi> ' rah'« ymatf The ho - It choir em - ploy, ' ' [| 



I 



|rUe:l.t|f6J»:n.ba|fe.l :t.d'|r^t:^!.r'|d^t:d^rMn■ :1 |t :Ute|l :- 



Mi 



The ■ ho • I7 choir em - ploy. 



# 



|U.,i:t^'|r* 5f In :— li.,f:n^r|d :ta |1 :-. 

I BuchafOiioiirfo-lemxiday% I Singing great Jehovah's praiae. 



00. KKY G. 
I 



.d | ti .\ i 
Tho wa - 



:t| .81 Id 
ton were ' gath 



« Israel," p. 100, 101. 

JL- t. m« 

Ji : d .n |^< ti .1| • : tc 

• or-edf 



the 



wa 



.•I 
ters were 



ti 



f. D. X is B. 

d .4 :d .n j^ ne.ba : le .n 11 .,1:1 •<! Iti .t( 

ffutU • or - od, tho wa • ton wore ' gath - er • od to • geth-er. 






01. XKY X!?. 

.1 |1 ,f ;:r .1 

No Mhuw't'stQUrkMso 



B!>.t. 

n .r,d: *d 

ploosingiKotsun 



.r : t| .,d 

shine to the 



d 

bee, 



a*). 1. 1 U 0. 

^id .tuliiwl I- .t :i6 .,1 

M oft« • iutf As U^uMO dear imilos to 



I 

me. 

[Difficult Transitioiis.] 



'* Acis and Galatea," p. 42. 
d. f. A7. 

: .'n If .r : t| .n 

Not sleep to toil so 



15 



62. KEY D!?. ZiBJB\>. 

n« :— Id' :1 8e.,l:t. | 

Thou, Lord, art God a-lonc. 



n 



I • 



I-. :- 



n 

xnen, 



I 



KaydtC% ** First Mass,*' p. 21, 22. 

:1 186 :t.t|d> :1 se :t Id* :1 \ 

al • I migh - ty and e - ver - last - log. A - men.! 

Bt?*. t. m. 1. 



li .t| : d .r,n| f : — 

Lord for e 



n : 8jf ,n| r 

ver, A 



: - .r 

men, 



I 



n 



w's :— In :d.d 

O praise ye the) 

: r |d .r : n .fe 8 



men. 



63. KEY F. Z is D. 

n .r_ : d .t| ; d,t|.li | f .n :f 

Thou 



« Israel in Egypt," p, 112. 

: - .n Ir .de :r : — 



in thy 

G. t. m. 

r .r : n •£ : "r .d 

hast led' forth thy 



deem 



mer 
peo 



• ~ »T t 8| • t| 

pie, which thou 



cy ' 

s.d.f. B/. ZiB O, 

d .t( : d : - .ta,8, 






: 861 



hast 
ed. 



re- 






Transitional Modnlation. Hore than three fiemoves. 

64. KBT A7. "As the hart," p. 28. 



:d 

From 



r :1 Is :f 

hence - forth and for 



n 



:- I- :- 



ev 



nt : f I 



n' 



: r 



I 



d' :- I- :t 



1 



Ab. t.Zisi^. 
:— |— ;n'l 186 



: n 



II :- 



C. t. m. 1. r. 

lifi :r' 



t 



65. KEY C. 



: 8 

or - 



d' :- 

more. 



:d< 

for 



ev 



If 

er 



more. 



: 8 .8 

All our 



d' 

art 



n 

and 



If 
toU 



: r 

ro 



d 

pay. 



Mil : 
^ I strong. . 



I 



r.s.d.f. At^. ZisF. « Song of the Bell," p. 22. 

jdni.sei: t(.8ei|l| : |ni.l| :d.l| 

Should the mould bo| wrong, Or the '<gush" too! 
F. t. m. 1. 



11 



8 .fe ;f I 

cher • ish. 



8.d f. At'. 
:rt|.t, 

All our 



: [n8 : - .f 

Ah! per 

n :d I If :- .d 

hopes and wish - es 
[Difficult Transitions.] 



n : - .r j d ;r .n 

-haps, while joy we 



d :s, I 

per - ish. 






66. KEY D. X is ^. 

d' :- .d' Id' .,d':di.d' I d' .,t ; 1 

All th'inhab-i - tantsofi Ca - naan 



16 
I 



.t 

shall 



d'.l 



** Israel," p. 121. 
.86 1 1 : .t 



melt 



a - way, 



shaU' 



d'.l : .se 1 1 

melt a - way, 



.r' : n' .de' | rl : - .d' 

sliall melt a - way, shall 



t :- .1 U 

melt a - way; 



f. G. s. d. f. Bt^.. D. t. m. 1. r. B. t. m. 1. 

:d'8 I- :8 di :-. |i :- jferi :..r'|r' :- 

great - ness I of Thy arm, 



by 



the 



r'f :-.fln :- 

of Thy arm. 



67. SET C. X is ^. 

1 .,t : d' .,t : 1 .,f n .,d : Ij 



For 



His 



1 .,t:d' .,t:l .,f 



His own 

68. KEY B!?. 



peo - pie's 



n .,re; n : — 

pre - cious 



d .,r : n .,f : s .,f 



jRosnni's ** Stabat Mater/' p. 14. 



sin 



He 



1. r. s. d. f. D!?. 

|fn .,f : 8 .,1 : s .,f 



life 



He 



d 
As 



:d :d Id :-.d:r In 

at Mer -■ i - bah they I did. 



n :— :n 

and at 



n .,r ;d 

suf - fer*d, 



n .,r ; d : — 

of - fer'd. 



** Come, let us sing," p. 23. 
r. s. d. f. G!?. Z IS B7, 

l"se :-.l:se.l 



Mas - sa in the 



At?, t. m. 

t :— :r i 'An\ :r If 

des - ert, I Af - ter ' for 



f 

ty 



n :f :-.f jf :n.t|:d .r j 

years grief at I this diso-bedicnti 



d 
race, 



:1 

I 



r : — : d .t| 

said : *Tis a 



n :d : t|.l| r :d : t,.f in :-.d: 1, . 

peo • pie that do err, and in theirj hearts ro-bel, ] 



Bb' t. m. X is G. 



:n :n 

Af - ter 



8 :— :»f 

for - ty 



n 



:f :-.f 

years grief at 



f :n.t|:de.r 



f. E>. X is a 



this dis-obedient 



dese : 

race, 



I ' 



1 

said: 



f. A|7. X is i^. 

:in.n 

'Tisa 



f : f : n .r 

peo - pie that do 



de : — 



Bb.t. m. Xis(?. 



de :s .8 :f .n Ir :r 

bcl, and that of myl sta - tntes 



err. 



n 



are 



:Bf 

and 



— : f .f : n .r 

in their hearts re • 



:n 

stiU 



.1| 

un 



f :r 

-mind - fnl. 



[Difficult Transitions.] 



MINOR MODE PHRASES. 

POB PUPILS PBEPABINO FOB THE INTEKMEDIATE CEBTIFICATE. 



For the latter half of the 5th requirement of the Intrirmediale Certificate, any one of these phrasos 
taken by lot must be sol-faed in correct tune and time. Two attempts allowed. The key may be 
changed when necessary. 

No. 1. KEY A. L is F% G. F. Koot*s " On the Ocean's Wave.** 



1 : 86 1 1 : n 

On the o - cean*s 
r.Strug-gle hard our 



ba : 86 1 1 : — 



trou - bled sea, 
sea • men brave. 



n .r : d .t||l|.ti: d .r 

Tossmginthetempests'wildcom 
Out upon the dreary, dreary 



\ 



No. 2. KEY D. X is B, 

.n |1 .n :ba.8e|l 

Or lheav*n,earth,seas&sky 



Handel's " Jephtha,** p 64. 

.t d'.se:! .t |d< 

In one con-fus-ion lie, 



.f 

Ere 





D.O. 


n : — 


In, : - 


-mo 


tion. 





cean. 


n .r :d 


.ti 111 



in a 



daughters' blood 



No. 3. key D. Z is ^. Henry Smart's Song " The Lady of the Lea.** 



n 



:-.n|ba : 86 

Cold within the 



1 :t Id' : — 

grave Hes she. 



d :-.d|r : - .d 



Sleep - ingpeace-ful- ly. 



:- I- :^ 



No. 4. KEY C. Z is ^. Eev. P. La Trobe's tune " Hereford.** Bristol Tune Book, 237 



:1 

On 



86 : 1 1 86 : n In : n.r6 | n 

thee a - lone our ' spi - rits stay 



n 

While 



ba :86 11 :l.t d> :t |1 



held in life's un 



ev - en way. 



Jackson's " Sisters of the Sea." Rep. Vol. 10, p. 31. 
No. 5. key C. Z is A, M. 144. 



(:n Id" 

( LikeH 



d' : — I — : tl 1 1 : 8^ 

• - lies rare*midst 



n : 8 I d' : — 

wa - ters fair. 



:n In :ba.86 



thereblooming 



1 :t 

wild and 



d' :r' ) 

free, With) 



Md' :t II :1 

\ ' hal • low*dnamethat 



86 : 1 In : 86 

breathes their f ame.The 



1 : — 1 1 : — 1 1 : — I — : 86 

sis - ters of the 



1 :- I- 

sea. 



II 



No. 6. KEY E!?. Zis C. 

n :n .ba|86 : 

There play a - while. 



• 86 

and 



Handel's " Jephtha,** p. 19. 

t .t :t .d' II : 



n 



|1 .1 :1 .t Id' 



set in darksome night, Strange | ar- dour fires my breast. 



U 



London : Tonic Sol-fa Agency, 8, "Warwick Lane, E.G. Price Jd. 



II 



No. 7. KEY E. L is C7j^ AVeber's Mass in G, p. 12. 



1 : 1 : 1 

Thou Lord art 



8e.,ba: n :r id :t|.ti:li.t| 

God a - lone, Al ' | migh. - tj and ever- 



d.r :n : — 



last 






No. 8. KEY 0. X is ^. Bradbury's *< Sprite Queen.'* Rep. Yol. 6^ p. 119. 



3 :1 

Sprites of 



n 

UaU 



to 



: t I d« : n' 

the moun - tain 

: 86 1 1 : di 

their beau - ti 



and 

:t 

ful 



d' : - : - I - 

gprccn, 

1 :- :- I- 

Queen. 



• ^ 



W. H. Monk's tune " St. Matthias/* H. A. & M^ No. 17. 
No. 9. KEY A. X is F^ 



And 

I f I .Hi 
That 



t( 
sim 

ri 

on 



: r 



pie 



:f( 



d 

hearts 

Is, 

long 



with - 
to 



out 

fi 

be 



No. 10. KEY G. X is E, 



Handel's ** Jophtha," p. 7. 



•n 



: ba .86 1 1 ,86 .1 ,t : d' 



.n 



with tim - brill* d an 



thcms 



to Je 



1 



t| 
a 

like 



•n 



III 

loy 

Id 

Thee. 

\ .n 



ho • yah due. 



No. 11. key a. X is F^, Handel's " Messiah," p. 39. 



.1) 

His 



8eiybai.ni :- .d tuli.sci : .t| d,r .n : .n Ir .d,t|:ti ilillf 

light, his bur- then, his ' bur - then is! light. 



bur - then is 



, No. 12. key C. X is A, 



Handel's "Messiah," p. 95. 



: n 

For 



1 :— :t 



this 



cor 



se : — ;ba.n 



rup 



ti-ble 



1 : s : - .1 If : — :n 



must put I on 



in 



- .f : r : — 



cor 



n :n 

rup - tion, 



:d :r n :n : ba 

must put on, must put 



86 : — : 1 

on 



m 



-.t : 86 : — 1 1 : 1 

cor - I rup - tion. 



No. 13. KEY C. X is A, Handel's " Judas," p. 44. 

d' : — :d' t : — :t 

her 



: n : ba 

Now her 



86 : 1 : t 

shall 



head 



raise. 



head shall 



1 : — : 8 

raise, her 



f : — :n |r : — : — 

head shall ' laise. 



No. 14. KEY F. X is i). Croft's " Service," Rep. Vol. 17, p. 93 



: r .n If : n .r 

and the third day he 



n .r : n .bals6 



: n 



rose 



a 



gain, he 



n 

rose 



: r 

a - 



d I 

gain. II 



(lilinor l^Iodc Phrases.) 



Cooke's "Service," Rep. Vol. 17, p. 104. 



\ 



No. 15. KEY C. Z is A, 

:d Is : — in : - 

O ' Lord, I save, 



Sir J. Benedict's "Hunting Song," Rep. Vol. 12, pp. 93 & 94. 
No. 16. KEY £. Z is Cif. 



1 


-.1 


se :ba.n 


d' :- 


-: :t.l 


86 


:-.8e 


save 


thy 


peo • pie, & bless 


thine her 


• 

- 1- 



se 

tage. 



i 



: n [n : f : n In : f : n 

So> fli - eth the hunter a- 



t : - : sel n : : n 

way, a - way ; So 



Hi :bai:8ei|l| : t| :d I r ; t ( :n |d :- 

fli- eth the hunter a - 1 way, a - way. 



II 



No. 17. KEY BI^. Z is 6^. Handel's " Judas," p. 73. 

t| .d :r .d : t| .1| t| .sci : 1( .t| : ni .bai 

Nev- er, nev- er bow we doTvnjOh nev -er, ner - er 



861 
bow 



.li :ti .d :r .r ) 

we down to the rude) 



r :d .t| :d 

stock, to the stock 



.r : t( 

sculp 



or 



:- .li 

tur'd 



1| 

stone. 



No. 18. KEY A. X is JPjf. Glee, Sir Hy. Bishop. Rep. Vol. 16, p. 11. 



f .,n : r .,d |ti .,1|: Si .,f| 



I I Hark ! 'ti 

II 



lis the In - dian 



Hi : — 
drum! 



•ypii : bai.,8eil 1| .,t| : d .,r 



the woods & rocks 



a - 



n :— Id : — 

round, 



a 



ti : 

round, 



|n :n.^|n •: — |r 

e - chothe war 



:t| 

like 



No. 19. KEY D. X is ^. Hakdbl's " Judas," p. 9. 

.8 |t : .8 id' : In :n .ba 

The Lord of Hosts, who still the 



86 

same. 



d :- I 

sound. 



.n 11 

We trust, 



will) 



I 



d' .1 :1 .n If 

give at - ten- tive ear 



•f :n .r |8e .86 : S6 .1 

to the sin - cer - i - ty of 



n 

prayer. 



No. 20. KEY C. X is ^. 



II 



Handel's " Jephtha," p. 1, 



.n in ,n \t 



A 



And per-haps heav'n may 



8e.s6:ba.n 1 1 



.11 1.1 :dM If 



.1 (86 : - .1 In.r 



favourour re- quest, If i with repentant hearts we I sue for mercy. 



I 



No. 21. key D. X is ^. Fitbcell's " Oome if you dare," Rep. Vol. 8, p. 107. 



\ 



: 8 .8 

Now they 



86 



: - .ba : n 



charge 



on a - 



1 : - .8 : f in 

main, now they j ral 

(Minor Mode Phrases.) 



:- .r :d 

ly a 



f 

gain. 



Xo. 22. KsrF. XiflD. 

.d,r :n .sei |1|_ 

Where war - like Ju 

n : I 

sword. 



Handel's" Judas/' p. 36. 



.ti,d : r tdyti 

das 



d .r ,n : f .n ,r |n .ba,8e: 1 



wields 



his right 



.1) 

ecus 



1 :d .n Hi 

Fallen is the foe. 



Ko. 23. KEY F. Z is 2>. Beethoten's " Mass in C," p. 2. 



: 1 .1 [ 1 .se ; - .1 

Hearmyi voice and 



1 :1 

help me 



ge .n ; ba .ge[ 1 

Lordfhear my' voice, 



.n : ba.se 

O hear my 



1 .d :n .l||ti 

voice &helpmei Lord. 



No. 24. KEY C, Zia A. Beetuoven's " Vesper Hymn," Rep. Vol. 20, p. 184. 



n 

Slow 



n .re,n: f .n 



ise : 

I shade, 
No. 25. 

It :- 

Ah, 



ly 



.ba*. ba.ba 

now slowly 



tread their 

n. : 

tread. 



n ^ :- .1 186 

way a - I long 



86 : 

Hark! 



86 

hark! 



8 : 8 

Ju - bi - 



.d' :t .1 j 

Mid deep*niDg) 

ll :8 I 

I la - te. II 



KEY 0. Fe8TA*8 "Down in a flow'ry vale," Rep. Vol. 8, p. 85. 



t :t jdi :t 

why art thou to 



1 : - .8 If 6.8 : l.bg 

me, tome so 



86 : 1 I — : 86 



cm 



:1 



I 



Callcott's " Rosabelle," Rep. Vol. 6, p. 123 
No. 26. KEY D. Z is i?. M. 96. (Two parts.) 



Lie 



buried with- 

l.l:n 



in that 

d : n 



proud 



cha 

r : — 



pelle. 

n : — 



t :1 .86 

Each one the 

86 :baj*i 



1 

ho 

ba 



:t 

- ly 
: 86 



d' ; r'.d' 

vault doth 

1 :t.l 



t 

hold, 
86 



n' : r'.d' 

Each one the 

d' :t.l 



t 

ho 
86 



; d'.l 

- ly 
: l.ba 



86 : 1 

vault doth 

n :ba 



t 



hold,but the 

86 : t .t 



sea holds 

d' :n 



Ba-sabsUe. 

n.,r :r 



Handel's " Israel in Egypt," p. 123-4. 
No. 27. KEY C. Z is A, (Two parts.) 



: n.balse.l : t .d' 



Till thy people pass 

:n.re|n .ba:8e.l 



r» :r'.dn : — 

- ver,0 Lord, 

t :t.l|86 : — 



:86.1 jt .d' ir'.n' 



Till thy people pass 

:n .ba!66.1 : t .d' 



f 

o 



:f'.n'|r» i 

- ver,0 Lord. 

.T'.d'jt J 



(Minor Mode Phrases.) 



JXTJTE, 1812. 

COMPLETE CATALOGUE 



TOinc bol-;a auency, s, wabwice lass, loniox, z.a 



47 Fast Office Orders aliauld be made payable to J. S. CxuF, UaiMger. 

FartiouI&TS of tbo Harmoniums, Fianofortea, Stringed and fiiass Instruments sold at 

hifl Agency, are given in the "Instrumental Oatalogue," gratis. A full list of Bdiool 

Music may ba Imd gratia in tlio " School Catalogue." 

CANTATAS, OBATORIOS, ODES, AND MASSES. 

SDITSDIHTHS TOSia SOL-FA NOTATIOS BT JOHX CUBWBS. 
" Tht nuu <if Ruagt art flun (a (fun b-nctMi. 






OASTATAS. 

OT THE CBnJ>REN, br H«uir T«tif«'> 
ad tttOed from the Boriotan rninatiTc 



cnrfLiihee. Price 
Lent lot pliinofoit« 
10 puia-.—Botriio 



R DAY. htlag the well 

« «u.d«. by J S. Suillrljr«H. 

TUB OIPdlEB, ■- ' — ■■- 

mngcd tw mixH 

%l£LeUAZZ&R'S FBABT, br George F. Bool. Prioo M. 

Id ., eloth, !•- M. [lld-l, O K- edition. « [Id.] 

DANIBUbrOeo.F. Hoot nod W.B. Bradburj. Prlog li. 
Id.li cloth. 11 6d. [1id.1.0.I(.edition,wilbKaaiDp.,4(. [Id.] 

TAb PILOBIU FATHUBd, bf O. P. Coot, filoe 8d., 
Id-l; cloth,!.. !d. [I14J O N. edition, «. Jid.l 

ury. Fri»Rd. [>d.];iilotli.l>.ld. IJd ]OH.editi<ni,4i.riid.] 
THE HATriAKBKS. bj- a. V. Boot. Prio* la. fia.,; 

loth.Ii.Od. [lid.,, O.N.edition.Se. (ijd.'' 
■ida PICSli!, by J. B. ThnmM. Price 

M. tlij; O.K. Bdilion, I 



I. n>r ^ I 

. T.aiisliited Hid 

t. 8. StaUrbrua. Prloa 3d. 



«4a.ud.]i, 



THS PICNIC, ■ Caatctn bf J. B. ThoIn■^ UTBnged br 
la OompowT lor ImUo- Voices Price 6d. [jd.j ) O.K. 
dlHoQ, witb (all wJonmpiuitaenl, B«, »d. | 

TUB FLUWKR aUBKN, (or FomAle Voioee, by Q. P. 
ajot Price, witb T.iBio Sot-fa Pinnufort* Aooomrmniqient, 
g 4d. (Itd..i Tooic Sol-la V«Bl Scon, Hi. [il.li O.N. 
UtloB. It. iad.J 



JohuHD. PrioeSd. Ud]: O.N. editiun. S*. [U] 

THB INDIAN SirkMliB, Hleated and unnnd br J. a 
JaluuKBi. PrlcflSd. [id.Ji O.N. edition. U. [2dO 

OBATOBIOS, ODES, ASD MASSES. 

I. d. 

Handel'* UwUb ri|d.] „. ...1 4 

„ „ £i grm olath, tilt r^d.] 1 8 

Handd'* Inaal in Binpt [Id.] „ ...1 8 

Huidel'>MainHii[Iid.« t S 

Himdet'i JoduUiKxabeeng I9d.l 1 4 

„ ., ,, iaBloUi,esln,tflt[Sd,]...« 8 

Kandara DMtingn Ta Denm [Id.] 

Huidel'>Aoi>aDdOslnt«a[ldi] 1 

Hudel-a lephtlu [id.] 1 8 

Uandel'a Ode on St Cenlis'a Dbt [M ] O 8 

Handcl'a Tba King ahall lejoice [td turl.j 4 

"—• ■■"■ZidockOiel'riMtEid, fori.l ... „ ...OS 

.-■ Uj heart la indi[ui(fUd-3.J ... ~. ...-0 1 
'™'> at. Paul Hid.] 




.___. BaOtld] 

Oaydn'a (.nation i Id.] 

„ in eloth, extra. gUt 
Haydn'a Seren Laat Worda [Id.] ... 

Haydn'a Spring [id.] 

U™arf.TwjAhM»M[ld.l 
Uozart'a Pint Uaia [ld.| 
Bub-a Jean, KiD»t of Oloi 



orr[id.] ... 
./[RforS] 

[id] '.'.'. 

loni D( the i-'- '^' 

0[id.] 

BonlDi'H Stabat lliter i Id.] 

SnrnDrl W<<l>hl,'aMMainA[id. forl.l 

.'iV.tfi.Vin.A 



Oiaun-aTeDeuiiifld.I 

Romberg'a Song of the ,._ ^ 

Kombarg'B HarmonT at the Uptaetc* [Jd. tw i.J 



8aniu«l ^«bM \ Kan Sa 
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OATALOaUE OF MB, OUBWEiPS J UBLI0ATI0N8, 



€tt Conic SoUU l^eporter^ 

The Organ of the Tonic Sol-fa Moyement 

The letterpress portion is issued fortnightly, on the 
Ist and loth of eaoh month, and consiz^ts of 16 pages 
of lutoiJigence, Correspondonco, Articlus on Practical 
Teaching, Kotes on the Music Accompanying tho 
number, and Original Articles on tho spread of the 
Movement. Wita it is given eight pages of music, 
elementaiy on the Ist of the month and intermediate 
on the 15th. 

Ihe Reporter unites in action and sympathy Tonic 
8ol-faists in all parts of the United Kingdom, the 
Colonies, and in K>roign lands. It is their only means 
of iniercommunicaiion. 

In addition to the elementary (A) and intermediate 
(B) music issued with the lettcrpn-ss, ihcrc is also 
published, apart from the letterpress, on the Ist ol 
the month, a number of advanced (C) music, and on 
the 15th, one consisting of music for schools (D). 
The four numbers i^isued every month are thus dis- 
tistinguished as A (elementary), B (intermediate), C 
(advanced:, and D (three-part music). By ordering 
your bookseller to get "January Jieporter A," or 
" October Reporter D," the possibility of a mistake 
will be p' evented. Above 500 music numbers arc 
now issued. A full list of pieces in these may bo had 
gratis on application to the publisher. 

The whole of the music portion of the Heportevt 
from the first number to tho latest, is always in print 
and can be hnd throu<;h any bookseller. Of the 
letterpress portion, however, only a suflBciont supply 
is printed to meet the demands of regular subscribers. 

The Reporter may be had :-* 

In numbers • ., Id. 

Vols. 1 to 14, 16, 17, 19, 20, and 21, containing 

each 24 numbers, in cloth, each . . . . 2s. 
Double Vols. 1-2,3-4,5-6, 7-8,9-10,11-13, 13-14, 

and 19-20, in cloth, each ds. 

Vols, 3, 4, 5, 6, 8, complete with Letterpress, 

htdf-bound, gilt lettered, each . . . . 6S. 
Letterpress portion only for 1867-8, in cloth... 3s. 

Di to for 1869-70 3s. 

Ditto for 1871 Ss. 

•»• The postage of tho Beporter numbers (music 
only), is at the rate of a Jd. for six. Postage of the 
current Reporter vlotterpress and music) Jd. for two. 
Postage of the single volumes, 3d. ; of the double 
volumes, 5d. 

A full list of contents of the 



\ Circulation of the 

TONIC BOL-Fii. BEPOBTES. 



Axmaal 8«b8oription at Bednoed BatM. 



THE GUBBENI BEPOBTEB. 

Annual Sub.scribers will in future be allowed to 
choose which edition of the music they inil tiave with 
tho letterpreiis on the 1st and also on the 15th of the 
month. But unless distinctly ordered to the contrary 
the A and B editions will be sent. All subscriptions 
last lor a year, and may begin at any date. 

lliese subsctiptiuns must in future be paid to llr. 
HoBEUT G-uiFFiTHS, North Street, Piaistow, London, 
Fl Post Office Orderc should be payable at Plai»tow. 
Subticriptions for one copy is 2s. 6d. nett per year post 
free, and Is 6d. inett if left at the Agency to be coilei 
lor. For two copies, by post, 4s. 



THE BUBGBT. 

The price of the whole Budget, that is, of tho 
letterpress, with A nnd music on the 1st ot tiie 
month, and of the letterpress with Q and D musio on 
the 1 5th is 2s. 6d. mtt for the year. The postage of 
one budget is Is. for the year ; of 2 or 3, 2s. ; of 4, 
3s. ; of 5 or 6, 4b. ; of 7, 5s. ; of 8 or 9, 6i. ; of 10, 
7 s. ; of 11 or 12, 8s. The budget subMsriptions la^ 
for a year, and may commence nrom any date. 

Subscriptions to bo sent to Mr. Bobbut GRTmrHSt 
North Street, Piaistow, London, E. Tho postaffe for 
ih'> year must be sent with the subscriptions, andPost 
Office Orders should be made payable at Piaistow. 
If an acknowled'4:ement of money sent is required, a 
half-penny stamp should be enclosed for reply. 

WELSH TONIO SOL FA PUBLIOATIOKa 

(For fuller particulars oonsult the Welsh Catalogue). 

TMABFXBioir Ctfobodiao Bhav A 6d. 

>» It II ** Is. 

Y Gtfbrs ELVRKOTi, the Elementarjr Saored Ooone te 
TVelHh, tranttlated by Mr. E Boberts, of Liverpool. 

Antiirmau Cyvullridvaol, Nos. 1, 2 and .3, Sd. enoh. 

Anthkhau Ctnullridpaou No-s. 1 to 3, in wrapper 6d. 

The first, second, and third numhers of Wklrh Airs, the 
wnidd by J. Ceiriog Hughes, ihe harmonies by B. E. Junesi 
Id each. 

Crkddortarth OuBWSir, Nos. 1 to W One Penny eaeh,ooii- 
taininif favourite muflio from the Tonic Scl-fa Reporter. 

Grrddoriarth Curwik, part L N«tt. 1—6, in -wrapper, 6d. 

Orbddobiakth Cubwen, pairt II, Noa. 7—12, in mrapper.Gd. 

Cebddobiaeth Cubwbk, part ni,Nos. 18—18, in wxapper,tf^ 

Riporisr is given on the next page 
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COMPLETE LIST OF MUSIO IN THE ''REPORTER:' 



VOL. I. 

I. Jbr AalHMrfv /#^eiiirff*.— Alphabet 
of Time, IlotindB for introductory Kxer* 
dura, Nine Pimlm-tnnet in both Nutat- 
ions, with foitr venes to each, and 
" What t^do and how to do it," a Lno- 
tiirc on Oongrpgational PHabriody, by 
John Curwen. 

3. 4 Ftflcff*.— HnndePi Hallchijah 
CSionu— Ood is the rrfiiirc of bin Miints 
— The Ijord my Shciiliord in — Prayer for 
Pmoe— While with raaiielGM ooursn. 

8. 4 Vnirtm — Ood upcod tlie riKht — 
HntI, Bmilinff mom— Tlie DriMnn of 
Home — How pleasant — Freedom's 
Land. 

4. .1 Voifi-M — Lifflit ly trmid — The 
May-fly— Old Wiuter— Whea luomiiiK. 

6. //fAfon*.— ExerdseR — 1 to 1)1 — 
BraOnford's ohnnt— Troubadour — Orif- 
fln— Leybum— The blacksmith — The 
Alphabet of tune. 

6. L€M§fmn.^Tbe Norwich ohnnt— 
Flowpn for your pirdm— If happineffi 
— Old Knfrland — Ootuipombe — Full 
many — Oh ! give thanks — The man's the 
man fora' that— Ft)llow,follow— Nares's 
chant— Fairfield— Oladness — Orchard- 
leiffh— Triumphal arch. 

7. J^flMofM.— My ain flmiide— The 
Bponish chant— On life — Cyprus— The 
bird that soars— Trent bridf^e— Around 
for four voices— Clifton Grove— Dp. 
Bovoe's chant— Edegwore—Melcombe 
—Saul. 

8. £«••«»•.— Oberlin— Delaborde,— 
Virtue would f^oriously- Hark, the dis- 
tant dock— Peregrine tono— The Cliris- 
tian's partinf^ words— Georaria-llcnpn- 
inp star — Poor and oontt'nt is rich— 
ValliH Vole— Masbury— Auld lang syne 
—Lullaby. 

9. Old SoUUUm Saurcitn. 

10. 4 Voicfs. — Swiftly from the 
mountuin'd brow. 

II. 4 KoicM.— Hark the lark— Cfreat 
and morrellous— Hail 1 ever-pleasing 
solitude. 

12. 4 Foi><!«.— Tlie fairies* glee— The 
martyr* — Non nobis — Home, sweet 
home. 

1 3. For unto us a chfld is bom (Han- 
del). 

14. Behold the lamb of Ood (Handel) 
and O.N. exni-cinos. 

15. 4 Vniei-it.—To us a child of H(»pe 
is bom— Daiwhter of Zion— HhH to the 
briglitnew— ^V^»y to day cart down in 
sorrow - Thanksgiving hymn — "What 
glory glidH— Star of peace— Silently the 
sfaaaes of evening— I would not live al- 
way. 

16. Timng FeopU.—K boat song— 
Theorystal spring— TheHountain boy's 



song— TJffhtly row— School in the win- 
ter—Come again- Tlie hero— The har- 
vest time— Come, soft and lovely even- 
ing. 

17. 8 ft 4 Fn{ei>*.— The echo— The 
pure and nlipcrful smile — Sing a song— 
Tho morning coll— How lovely are the 
W(>n<l8— Come Hnd rent, ye weary— The 
Switxer'it song of home. 

18. 7ViiiD«r(i*ie«.— Oh t water for me 
—For all of human kind— The trades' 
league— You murt h'jim to say, No— 
Jolm Sharp — Love shall l)e the conqueror 
—Tlie noblert hero— Friends of Free- 
dom, swell the nong— Touch not the cup 
—Oil I weep for the fallrn. 

10. Jlandel, <te.— And the glory of 
tho I/>rd— praine the Lord, for He his 
good— No change of time— Oberlin— 
Evensong— Pron>ect. 

20. Young Aos/*.- The moweri — 
The May shout— Smiling May— Arise, 
arise— Tne excursion— 'The sparrow- 
The cricket — Row, brothers, row — 
Tliough joy in oth(?r lands be found. 

81 . 8 Voieti9.—The silent vesper hour 
—The welcome back— This world is not 
so bud a world— A long pull and a strong 
pull— The happy mind— I love to linger 
—The Molitai norp— A spring song^ 
The wild bird's song^Hotf soft and 
how balmy— Sing we now. 

22. 8 ft 4 ro{e««.— Saviour and Lord 
of all— Come to the house of Ofid— 
BrcaKtthe wave, ChriHtian— Saul— Holi- 
ness beoometh thine — Oo when the 
morning shineth— Come, saints, and a- 
dore Him- Turn not from sad sorrow — 
On Jordan's stormy banks. 

23. Young /^/»7e.— Olory to Ood in 
heaven— With humble heart and ton- 
gutv-Father, whate'er of earthly bliss 
—Joy to the world— Mary to the Sav- 
iour's tomb — Sister, thou wast mild and 
l»»vely — Sweet hoRunnuhs — Ood 1h love— 
Wlion nhall we meet again— I want to be 
like Jesus— Hark! what mean those holy 
-Assembled at the closing hour. 

24. 4 Voiru.-^The chapel bell— O! 
happy they— The cuckoo— Spring mom- 
ing— Come and sing. 

VOLn. 

25. Young Ihtoplf.— The emigrant 
ship- Miisio— May song— The morning 
call— Iiiterrognticm, or Pretty Bee— Ever 
flowing, mighty ocean- Where, H*rw, 
Why, and AVlirn— Cooling foimtain— 
Brliool frirndH— Tlie bell doth toll. 

2«. !/'•»'* Voices.— The sunshine- 
Union and love — ^The little church- 
Gladness— In all the ycArs that have 
been- The National Anthem— Good- 
night. 



S7. ir«iuf<'b«nA«.— The flrtt day of 
spring— In the woods— The hoar ihMt 
came— The skylark's song^Beautlful 
primrose — Denailure. 

28. J//M (?Wr.— The CSiristmas sal- 
utation—The Bees— Thesim— The moon 
— Ouai-dlan angels— After the exainina- 
t ion— Christmas day hymn— Chant for 
OiiiHtmos day— Before the examin»> 
tion— National Anthem— Xotning ii 
rising. 

29. ifnfA^nu.—Jeruealem my glorious 
home— But in the last daye— My faith 
looks up to thee. 

80. Short (7{«tf.— Blow, blow, thoa 
wint«r wind— As it fell upon a day^ 
Wind, gentle evergreen. 

81. M^ndelsimhn.—On the sea. 

82. //yma-i4aCA«m*.— Heavenly dwel- 
ling— Watchman ten us of the nightr— 
With joy we hail the sacred— The hea* 
venly way— To our Redeemer's glorioua 
—To thee, before the dawning. 

83. Shmrt (7/«e«.—11iy voice, O har- 
mony—The Sabbath call— When the 
earth is hushed- The Jiarper. 

84. Congregntional Anthtm». — Bless- 
ed art thou— Blessed is the— The Jyird ia 
in— My song shall be — Search me O God 
—Blessing and— The Lord bless— Unto 
him that. 

85. ir(enife{i«!>''M.— Let all men— Bat 
the Lord is mindful of— See what love 
hath the— Sleepers, wake I— A round for 
three voices. 

88. Triot A DruU.^JTht two flowete 
—The psalm of life— Let as be up and 
doing — Hymn to hope— How holy 
thoughts within— Te who shun the 
haunts— When the heart is young— Tie 
home where'er the. 

87. (ihmrl Of est. —The workmen's 
chorus- The sweet-brier rose— The wan- 
derer—Firmly stand— Canon for the 
month of June— The Alpine wooer- 
Charming little valley. 

88. Young iVopte.- BUss Is hover- 
ing^Moming song of thanks — Thtf 
Swiss toy-girl— Shall wego to the wood t 
—Menr sings thelark— Toe Alpine ram- 
bler— wfld wood flowers— Fatnotic song 
—Be good friends again— I love the 
merry sunshine— Wherewithal shidl a. 

89. ll*n'#r«ic«f.— The voyage— Song 
of the wanderer— Never forget the dear 
ones— Invitation to Hinging^— The break- 
ing waves dashed— lime to me. 

40. Young lieople. — Confldcnce im 
God— Childi«n gone to heaven— The pll- 

gim fathers— There's not a tint— Invi- 
tion— Oh t had I wings to fly— Dear 
father, ere we part— The good nue— The 
paaring bell— The duiiwui tfiild— ^lie 
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WbhtOk ben-Gloiliig of the Sabbath 
Mhool— My Bible. 

41. Anthem».— Whom have I in hea- 
TMi— How beautiful upon the— There 
la a oalm for those— Holinew becometh 
thine— Unto him that loredna— 01 most 
mereifal. 

43. lf«fMi«2fMAii.— How lovely are the 
moMengnii Hiiypj and Ueet are they. 

48. BkoH GUea.^Boe our oaxa— The 
erening bell— The vintager's evening 
hymn— Now pray we for our. 

44. Touna i\iop{0.— Verdant fields— 
To the woooi away— Now the wintry— 
O gentle, balmy fareeie— Hail, fainr 
queen— Summer comes— Now the sun his 
foumey— Now shines the sun— Ghonde 
—My Qod how endless. 

46. Shnrt OUe».—Th» doud-dapp'd 
towers— The honey bee— Evening song 
—Change— The veer's last hour is— 
Bri^it the mommg's light. 

46. ^fiiAmi.— Smg, heavena— Two 

47. Jfm's Ftfiecf.— Swell hifl^ the 
ehoral song — SVeedom's day — The 
might with the right— Evening— There's 
musio in the air— Bells are ringing— 
I^mnquil lif e. 

48. Bounds mnd S e n Un Mt la fks A- 

voiTni. 

40. Short (7<iM.— The singers— Wait- 
ing for May — Blowl blowl blowl— 
winter's cruel reign li— We must part 
— Uuietly, peacefully— Gall to Jov. 

60. An^ema A ChoraUt.— Amkb, 
Awake— Olory to Qod on high — Un- 
ahaken, as the sacred hill— Chorale, O 
thou, the true. 

61. Beethoven.-^ Hallelujah to the 
Father. 

68. Young people.-' To our mother^ 
The old oaken bucket— Awake, arise— 
A farmer's life's the life— When night 
comes o'er the— Commencement chorus 
—Ranting of theacoma— Time to walk. 

68. J'tckson** — Te Deum laudamus 
— Woodard's chant. 

64. Iiendel$sohn*9 — Huntfaig song— 
'Tis June. 

66. Baeh*9 Ohoralea, — Commit thy 
way, O weeper— What Ck>d hath done— 
A sure stronghold— O Ck>d of strength— 
O Saviour, go beside us— Klqpstook's 
funeral ode. 

66. Short fli^Mt.— Morning rambles- 
Beautiful spring — How sweet are the 
flowers— Yiolets, blue violets— Fio-nic 
glee — German watchman's song. 

67. Youna peopU.—Jjet chiloren with 
ous — QIaaly meeting— There is a 

more tenaa^-Did Christ o'er sin- 
ners weep— Welcome day of rest— TeJl 
me. Shej^erd from — Winter skies, so 
oold— Best— Shepherd— Inquiry— Nor- 
wich chant. 
•«. Young j»0«|»<«.— Music on th« w«* 



Imrous 
mend 



ters— Gay butterfly— An Itslian song— 
Oh ! watch vou well by — The miller — 
Bonny boat — Those evening bells — 
Slumber on. 

69. Anthems. — Out of the depths — 
Praise the Lord — The Lord of glory is 
my light— Salvation to our God— The 
hour of prayer— Let every heart rejoice 
— ^Zion. awtOce. 

00. Jocksra's— Jubilate, Sanotus ft 
Doxologv — Forgive, blest shade — 
Gloria, Sanotus anft 2 Kyries. 

61. Men*» Voieee.— The faith of spring 

— Cdebration of social song — Liet us 
brothers, join in singing;'— Good night. 

62. Short Olee*. — Ye spotted snakes 
—Awake, .iEolian lyre— B« kindto ea<di 
other. 

63. Ant^mnu, — In Jewry is God 
known— Cry aloud, and shout. 

64. Duets. — As the hart panteth — 
South wind, softlv blowing— The May- 
bells— That man is ever blest. 

66. Short Olees.—Kome^The homes 
of Old England.-" Lolo," the Uu^h of 
a child— There is a good time commg— 
True Freedom— The waits— The Fox ft 
Grapes. 

66. Mendelssohn.— The vale of rest— 
The Woods — The Nightingale — The 
light heart— The blaokoird. 

67. Cltusie Choruses. — Then round 
about the stsrry throne— Hafl, Judea 
happy land— Hosanna in Excelids. 

68. English Olees. — The friar of or- 
ders gray— In going to my lonesome bed 
—The lullaby. 

69. Jackson's — DeoB Misereatar'— 
Osntate Domino— Kirie Eleison. 

70. Short Olees.— The red cross knight 

— PuU aU together — Mrs. HemansP 
harvest hymn— Hymn of Eve. 

71. Class*c Choruses, ifre. — All his 
mercies shall endure— AU j>eople that on 
earth— I wUl give thanks— Ere I sleep. 

72. Scottish Songs.— There^e nae luck 
— A man's a man— Jock o' Hazeldean — 
The boatie rows — We're a' r >ddin' — 
The land o' the leal— Auld I^m^^ synf -» 
A guid new year. 

78. Young people. — He l ei mm u^ to use 
his hands — ComejCome, come — Tho 
good old plough— Whom shall we let in 
—The frost. 



VOL. IV. 

74 Btf^nns d: Anthems. — Awake my 
soul> ^ Gerhard's Evcnins Hvmn — Sing 
to the Lord— Hymn for lamlly worship 
— O praise God in hia holiness— I love 
them that love me — gracious Saviour— 
The new year. 

76. English Olees.— "From Obcron, in 
f aii7 land— Now is the month of May- 
ing— If solid happiness— In all thy need 
^Ckmie, heavy sleep. 

76. if(sn'« Voiess. — The Lord is my 
itroigth— The mountain chapel — The 



missionary's farewell — Tlis moniBg 
light is broaking^Ixnd, I put my trust . 
—Behold I the morning g^eaming^-Fst- 
riotic song — Who is a patriot! — Un 
brothers, up. 

77. Short fliliFss.— Eetum of spring— 
Best, troubled heart— Our fathers were 
high-minded mm— Pleasures of singing 
—Free from slumber. 

78. Ehdom*s— Magniflcat— Nunc Di- 
mittis. 

79. Z>iielt.— The did cottage elook— 
Time has not thinnedr-Whenaw moco- 
Uffht— Could a man ba secui w I know 
a Dank. 

80. MendOssolm. — lifers pleasaBfc 
sail— Sming is come. 

81. Burden Songs. — The f uyag f rt i 
welcome home— The Indian hunter— 
The mountaineer— The old church bdl 
— Departure of emigxanta— The philo- 
sophic cobbler. 

82. Engliak OUss. — When winds 
breathe soft— Since flrsti saw your fsos. 

88. Scottish Songs. — John Andenon 
my jo— Csller horin'— I winner leave 
my mither yet — My*ain fireside — My 
Nannie's awa*— The rosd)ud— OnrHie- 
landmen — Gala water. 

84. Classic Choruses. — See the eoa- 
qu'ring hero comes— Envy 1 eldest bom 
of hell— An evening hymn (Avs wsrmm) 
—Prayer of the oppressed. 

86. Sacred Son fs. — Iionging to de- 
part — The setting sun — Tlie child in 
heaven — ^EveU'^ong— Blessed Sabbath— 
Winter— A Christmas carol— Christmas 
tree song— Festal song of the f aithf uL 

86. Short Olees. — Life is onward— 
Absrntfriends— The nuHik— The singing 
schw.l- On the h eath er Thooglmrot 
chCdbood— The exile'snattvelsntt Tha 
yule log— A Sabbath well spent. 

87. ^(iiiMi0<.— (Duet ft ohonn) ~ We 
never will bow down. 

88. English Olees.— VairylKDA (Mark 
the merry elves) — Sweet evening hour* 
In time m sadness — Come, let us al' ^ 
Maying go. 

80. Short Choruses. — We hail thee^ 

glad Springtime — Greetittg — Gaily 
ranch ft lightly row — The ^nifti^\\f^ 
song of the f ainea. 

90. Saer*td Songs.— Tjutd of aU power 
ft might— Hear my prayer, O Lora— Vi- 
tal spark. 

91. Short Oleest Jhe. — ^An enunoiatiau 
exercise (Aldiborontiphosoophomio) — 
Good news from home — Boey May — 
Gently, gently sighs thebreeae— Willis^ 
we have missed yon — Never give up— 
The merry f airyelves — The mountsln 
cottage home— Hei^io forSpring-timel 

92. Motetts A Choruses.— Jean, King 
of Glory — Halldujah I Amen— These 
are they that follow— A Dondogy (Jesu 
tibi sU gU9im)^lJBiAieu Qod SKfU the 
Queen. 

03. FairhSongs. — Upon tha 
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Iain's distant head— The time far Jof— 
Farting^Remembranoe. 

94. Sacred Songa.—BcTOud the river 
—Golden sky — Come in the starry night 
—The Christian's light — The Sun of 
Bighteousness— Of such is the kingdom 
— Shine forth, Jerusalem — The Say- 
iour's welcome. 

95. Oroteh ti Gibbom, — Methinkt I 
hear — Why art thou so heavy, O mj 
soul? 

96. Birt-8ongi.— There was a lad — 
Call John— Longing for home— Beauti- 
ful star— The blue-bells of Scotland — 
The rising sun— John Grumlie. 

97. Sitered Song*. — I will r jt let Jesus 
The shinintr shore — All will he well — 
The beautiful land — Now is the battle 
done — What's the news — The call to 
Tictory— Hallelujah— The Roseate hues. 

voiTv. 

96. **2^ *61 EUmentfoy Cbttrst** 
for mixed rotee*.— Two-part exercises 
and rounds— part songs : Music everv- 
whcre— We'll follow where you go— By 
and by— The lark— Spirit of Summer- 
Glide O river— How the merry wind 
blows - Joy glows in the morning— God 
is ever good. 

99. Ditt ). — Part-songs : There is 
beauty eveiy where — The song of the 
smitii — Oh! thou ai-t welcome— The 
prakie ride— LighUy fall the snow flakes 
— Yes, or no— lillie— Help, Lord, or we 
perish— Sweet rest in heaven. 

100. Z>tU0.— The watchman— Hark I 
the wind— My own native land— The 
lullaby— Oh! don't go sighhig— SofUy 
the day declining— I will extol thee— 
Be huimed— Contentment. 

101. Ditto.— O'er the tranqufl deep- 
Now unto the king— The fanner's song 
—The Contest— Be thou, O God— In the 
dell — Arise, O Lord — Our fathers — 
Close of day. 

102. ** Th« *61 Intermediate Coune,'* 
for Mixed Fotew.— Exercises & rounds— 
'Burt-iiongs : Invitation to singing -The 
old folks are gone— Gentle breezes— Es- 
cape fi-om the city— The sleigh-ride. 

103. DiUo.— Homeward bound— Of 
thy love some gracious token— The sun 
hath sunk— Don't fret— BcUs of free- 
dom—Let it alone— I live for those who 
love me— Tramp, tramp— Away o'er the 
wave. 

104. Z>i(as. — They are gone — Will 
that not jovf ul be— Sleep well— There is 
a footstep ught— The wanderer's fare- 
well — Head of the church — Brightly 
beaming — Hear the rough November 
blast. 

106. Ditto. — Blessed be the Lord — 
Trust ye in the Lo«i— Contrast— Eve- 
ning prayer — Gone has summer — Oh 
wipe away — Oh love the Lord — Good 
morning— Hark 1 'tis tlie iaixM aong. 



106. ** Th»*9i Advanced Cowe** for 
Mixed FoicM.— Ihave wandered through 
the meadows — Lift up the everlasting 
gates— Great God I what do I see & hear 

— Birthday Wish— Kyrie Eleison— Be 
not afraid. 

107. D/lto.- Breathe soft, ye winds— 
The Echo Chorus — The earth it loves 
rain— O God of Bethel— Lutiow's wild 
himt— Draw me oat of the net. 

108. Z>t<io.— Fixed in his everlasting 
seat— Sanctus— Hark, the bonny Christ- 
ohurch bells— Evening Song. 

109. Ditto.— JjOj he cometh I robed in 
terror— Oh be joyful— Love's Greeting. 

110. Short Olee*. — Thev*re coming 
home to-day — Think gentlv of the er- 
ring— Maiy of the glen — Lead kindly 
light— Sing of Jesus— Pndse the Lord- 
Toll the Bell— Rosalie, the prairie flow'r 

— "When the day with rosy light — Ohl 
merry goes the time. 

111. Short Oleee.— Cometh sunshine 
after rain— Nothing to do — Little Rose 
— Good heart St willing hand— Another 
six davs* work— Howfflad with smiles the 
vernal mom— The elder brother^- The 
himter's prize— Hard times come again 
no more— Trancadillo. 

112. Short Gttfes.— A light in the win- 
dow— I have no mother now— Ye beau- 
tiful hopes— Oh how sweet the tones- 
Take the harp— The mountain boy— The 
Maltese boatman's song — Sounds of 
night— To the woodland. 

1 IS. CalleoU A Auber.— RosabeUe — 
The Fisherman's morning song — The 
merry heart. 

114. 7>«, Auber^ A Amc,— O happy 
is the man— Away, away, the morning 
freshly breaking when Israel wept — 
Calm o'er the listening waters. 

116. Arnold, Madan^ A Verdi.— The 
seasons— Before Jehovah's awful throne 
—Over the summer sea. 

116. Tallit, Whit/ield, A FBorrant.— 
Come Holy Ghost— If ye love me— I will 
lift up mine eyes — Lora for thy tender. 

117. CaUcoU, Handel, A AUwood.— 
Once upon my check— How excellent, tt 
Hallelujah, &im{— Come, Holy Ghost. 

118. Hayee, Aht^ A Locke.— Tra^ the 
Loi-d, O Jerusalem— My fkther land— 
We fly by night. 

119. Ame, Rossini A 3V«.— Where 
the bee sucks— Swift as a flash— Come, 
let us to the Lord. 

120. Pial^strina A AU.— O God, thoa 
art my God— Parting from loved ones- 
Fondest, dearest, now good night. 

121. Beethoven A Kent. — when o*er 
the lonely hilla— Blessed be the Lord. 

tolTvl 

122. Temperaitoe Course for Element* 
arjf Classes.— Two part exercises and 
rounds— Child of sin and sorrow^ How 
sweet the swell— fiver ringinflr— Beyond 
theilTtr. 



128. lM(f0.— Vsfher,intlky lofsand 
mercy— Friends of Temperanoe— Wel- 
come, brothers — The land our fathers 
trod— O Lord our God I we bow— God is 
near thee — With love the Saviour's 
heart — Give not the reins of reason — A 
mother's birthday— Thy will be done— 
Evenincr- Where the Toioe of duty calls 
— Cheerful labour. 

124. DtMo.— Awake, mj sool— Jesos 
is mine — The Lord mv Shepherd is — 
How sweeL how heavemjr— Merdes trte 

— Little Mary's last request— The Vic- 
tims— Temperanoe Star— Boating Song 

— Love shaU be the conqueror — Over 
the sea— Flying home. 

126. Z>iMo.— The good time bye it bye 
— O Lord, with pitv— Unfnrl the blood- 
less banner— The pledge hymn— A mo- 
ther young & beautiful— Just as I am— 
Mother —Merrily o'er the waves wo go 
-Old King Coal. 

126. DtMo.— The might with the right 
—There is a fountain— O Lord in mercy 
bless — Bold Samson, strongrest man— 
To-day— Go forth to yourj^we- The 
ffttshing rill— Softly she faded— Travel- 
ling home — Jesus, our friend — The 
Temperance Banner. 

127. Z>iMo.— Error seeketh to deceive 
— The thunderstorm— One place is va- 
cant — Farewell to the villsffe- Tarry, 
Travellei^The star of Bethlehem— Our 
Temperance Volunteers— Onward I On- 
ward I— Hasten sinner, to be wise— The 
Temperance call — I hear thee speak— 
There's a good time cominff. 

128. Costa, Band^ A d^Ar. — Let 
their celestial concerts— Blessed tor ever 
are they— God ft King (march from iRO. 

129. Auber, Congrwe and Moaart*'^ 
Nuptial Chorus— Harvest Song— Land- 
ing of Columbus. 

180. 0S9oJks'»— Magniflcat— Nmio Di- 
mittis. ^^ 

131. G^fssf— Which is the properest 
day to sing— He that is thyjMend Indeed 
—The stout-limb'd oak— i)on't look at 
melprav. 

188. CaUcotL Ame A F»xton»~-Tn the 
lonel/ vale of streams— Hail to thy liv- 
ing b^t— Ham>y are they. 

133. Short Glees. — Tonic Sol-faist's 
Grace before meat— Winter Song^ Win* 
ter-time— Home Mrain— O fleecv snow— 
The song of the lunntes— Another vear 
Hail to uie opening vear— My rest u in 
Heaven— Our hearth — Oaten the Son* 
shine— Have pity on the poor^I love to 
sing when I am glad. 

184. Short Glees.— CorMf let's sing a 
merry round— Hark I how the rain is fal* 
ling— Welcome, gentle friends- The 
woodman's Bong— Be kind to the loved 
ones at home — Looks, words, and deeds 
—Banish all desponding sorrow— A Ufe 
with Jesus— Home— No night in Heaven 
Go when duty's bidding eaUi— Good 
night. 



b 
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18B. Aliirf(7lM«.— The Cemetery— No 
team in Ilciivcn — Sweetly coiue tlioHe 
■traiiM — riunting Flowem — 'TN the 
Toioe of a iipirit— Sly Bhephord in Jelio- 
Tah— l<M>k aloft— God apJed the plough 
—Let UB now rejoice. 

136. C7(«M.— Work away— Awake to 
hail — De ncit cast diiwn — Biiullii of ocean 
—The fuot traveller- Tlie Hpiite Queen. 

187. GUea by Kiuff ift ^<i./iN^.— Fancy 

— The BIuBio Meeting — The Aaksyiian 
came duwu. 

138. Short Olea. — Slav m(Miiing — 
Uountaiu Song— The huntcr'A life— All 
b]r tlie shady greenwood tree- fJourage 
high. Bpivits light— Itunil pleosurai — 
Good morning— Sound your A. 

139. Wtbhn A Bennett. — Come live 
with me— If love & all the world.— Flow 
O my tears. 

140. Mitmvngton^ Spf\fnrth A Wthht. 
Hail ! luUlowed fane — Tlie spring, tlie 
pleasant Hpring— Qentle Echo— Where 
weeping yews. 

141. Wthht A Callcott.-^A'wajl hi 
early day— Lovely Bcem» the moon's fair 
lusti-e —Land of our fathers— The cur- 
few tolls the knell. 

142. Jiotaini. — Cunorale — To the 
mountain away. 

143. Stlection from Conarfgntional 
Church ifiuic— O praise the Loi'l— The 
rigliteoua shall be glad — When we did 
•it— How did my heart— Lamb of Ood— 
Eternal light— Ouide me— Qo to daik 
Oetlisemaoe — Lowly & solemn be — O 
Lord how haj^y— Thou art gone to the 
grave. 

144. Bunlen 8ong».—Iiing out merri- 
ly— The eveninghearthstonc— Our cliild- 
hood's home — Come and Join us — The 
one song — The parting — Oh there's mu- 
sic — The bride's farewell — O'er the 
waters gliding— The sweet little maiden. 

145. Sticred Songs. — Even me — The 
pilgrim path— The shadow of Thy wings 

— Uome in Heaven— Thou shalt rise — 
Oh, sing to me of heaven — Fm a lonely 
traveller— Long loved Zion— Sweet hour 
of prayer— WMch & pray — Why do ye 
mourn. 

voiTviL 

146. Anthama. — Kent'i Hear my 
prayer— Beynold's My Ood, look upon 
me— Mozart^s Out of the deep— Furcell's 
Laudate. 

147. SfXeetion from Hymnt Ancient 
and Ifodem.— Hark the herald angels- 
While shepherds watched their flocks- 
Abide with me — Jerusalem the Golden 
—All glory laud, & honour - Jesus Christ 
is risen toKhiy — O come & mourn with 
me — Holy matrimony-rYe choirs of new 
Jerusalem— Holy Lord. God Almighty. 

148. Anthems.— God is gone up with 
a merry noise— Two Sanctuses. 

149. Bridoewater*9 Service inA,r^T6 
I>eum— JubuateH9anotiiB. 



150. Ditto.— Kyrie Eloison— Cantate 
Domino— D«'iLS Mistruatur. 

151. 96 Shif/le (.'hniiU — from Dr 
Monk's Angliiuui Cliant Dook, and the 
Sabtiath ll>n'iin ii Tune nimk. 

152. 4!l D"nb;e Chanty tiom Dird's 
Hundt-i-d Chiints, ft the Sabbath Hyuin 
and Tune HcMik. 

153. S' lection from the Congrppntlr.nal 
Pstilmist.—'lliou ait the evt'i l.is! iiig word 
— Ac[aln rctum.1 the diiy of huly n-Nt— 
Evening & morning— U 1ft us in.-ignify 
Uie Lord— To Uiee, O diMir, dear Country 
Jcsu, lover of my soul— Sanctub — Jckus 
lives — Lutheran Snnctus. 

154. TfMpfroHce.— Drink water — 
PricTwlM of f re»«doin— The sweetest foun- 
tain—The bubbling Bpring^O diinkniy 
hciUth in water— Welcoinc — Uo, hibour 
on — Awuke my soul — Am I a soldier — 
No. 

155. Selection from Church Psnlter if- 
Ilyvm /7r/oA.— Chiistmas hyrnn — Eanter 
hynm— So rest, my rest!— Kide on, ridfe 
on !— liound upon th'accurw>d trro — God 
that mndest earth and heaven — Ood re- 
veals his presence — Vciii Creator — Sav- 
iour, when in du.<{t— In the hour of trial 
— How bright appears. 

156. Boyce's Sf.rvice In A.— Te Dcum 
laudumus— -Jubihite — Kyiie Eleison. 

167. Knglish GUee. — ITie cuckoo — 
When time was entwining— When shall 
we thi-ee meet agiiin. 

168. English filfes.— The song of Ari- 
el— Wlien Artluir first in com t began — 
The Traveller — Oh ! share my cottHge. 

16U. English Glees.— When Sappho 
tuned— See our bark— How merrily we 
live. 

160. Enalish (7fc«*.— Oh I tarry gentle 
traveller— The chimney sweeper's glee — 
Come on the light-wing'd gale. 

161 . Church .^^rwirM.— Boyce's Burial 
Service — Kyrie Eleison — Blest»ed is he 
that coiLsidereth Uie poor. 

1G2. English Glees.— The sailor's ser- 
enade — The snow droT>— Vernal showers 
—Ballet — Here rests his head. 

163. Choruses.— Feigolesi's Glorlar- 
The Ood of Israel. 

164. Choruses from Samum. — Awake 
the trumx)et'ti lofty sound — O first cre- 
ated beam— Hear us our God. 

165. Anthems. — Behold how good & 
ioyful — With one consent — Rejoice in 
the Lord— Canon for five voices. 

166. English Glees. Danby and Spof- 
forth.— The fairest flowers — Arise, my 
fair one. 

167. AUwood's—Te Deum in F. 

168. Attwood's—JnhUa.te— Nunc Di- 
mittis — Kyrie Eleison in F. 

1C9. Attwood's— Magnificat & Sanc- 
tus in T—£oyee's The Lord my pasture. 

VOL. vin. 

170. XUmentary S e e ulmr Course, — 
Bounds and Exerosea. 



171. FHuo. — fifngr we now — New 
mind— Never say fail — Contentment— 
The Cuckoo— Little thing»— Katy did- 
llock me to sleep mother— Whi-re win- 
try winds — llie Alpine herdsman. 

U%. Ditto — Sierry May— The Tit- 
vellrr^In faithful bfiiids unilid— The 
heiilsiimu's song — Adieu to winter- 
W)]o is a bra\'e man .'—Our old duck- 
How we love theae houra of singing- 
Bound. 

173. />iHa.— Rounds — Gather rosea 
while thev bloom— The artist and the 
ru.«»tin — They say there is an echo here 
—The gay young rider — Raindrop chn> 
ns. 

174. Diuo.— "Borne— 1 wHl— March- 
ing song— I'm a xhepherd of the valley 
— Hark ! the alpine hunter's horn- 
Busily, busily huiiiniing — In the silv'ry 
moonliglit rowing — I'm a rover. 

175. hitto. — Near the bi-oken stile— 
Conie away, let us go — Coine join onr 
festive glee — Our bonny boat — ThtTe** 
room enough for all— ^loining is com- 
ing — The cobbler — lluunda and two- 
put Exercises— Mcrmory of youthful 
days. 

176. Tntermfdiate Seetdar CewrM.— 
Voice-training Exercises and Rounds- 
Give heed— Stars that gem the ti-addess 
sky— Who is the man — Lift up in 
strains. 

177. Z>itto.— Happy are they— Light 
heaiied are we — Soft the evening faUs. 

178. ZXtto.— Wedding song— Hsil 
■aci-ed union— The har^e^^ter's come a- 
way— Love and longing— Goodnight— 
O Switzerland, thou ait so fair — Spring 
song— Lo! the merry laik. 

179. Ditto — ITie flowingspring— The 
moi-ning is breaking— Come unto these 
yellow sands — Agility of voice exei-cises. 

150. DiUu.—mal to the chief —Down 
in a flow'ry vale — Soon aa I careless 
stray'd— Hear the wind. 

151. Ditto. — The monmers —The 
passing bell— March of the Cadets— To 
arms — Sleep gentle lady — All in vain- 
Over the mountain — Work while yet 'til 
day— Why wander— Farewell. 

182. Advanced Sitcutnr C(wr«e.— The 
little river-The Retreat. 

183. Ditto. —The woodland —Old 
Britons* war son^The djing child- 
Hard by a fountam— See tne chariot at 
hand. 

184. Ditto.— The leafy dell— Wavder 
with me— Old May-i)ole song— The 
wood-minstrels— The nisippy farmor. 

186. DiMo.— The Comrades' song of 
hope. 

186. Ditto.— The mother's lament-i 

The happy retumr— The time of aoog is 

eome. 

I 187. Ditto.— Come home. Father— 

I The Emigrant's Appeal— ftaste thest 

oymph* 
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Iffht niarinrn — Bilent, O Moyle— 
Inlinnt, hieMthc. 

AIM MiinfiLrri-n'N At flmt tho moim- 
tiii rill— Oiilluott'H IVjin*' to till* h(iuIh. 

4 O. Ii«*i'i N ChriNtmiM tide — Th<> 
if>*fting of Uie wiituni — Thu Htaiidard 
It-uttir. 

44 ■ nito.li'H anthRm, Bi'holcl I )>riiifr 
nil vthxA tiilifiiM - H<-<-ttiovt.-u'ii Hiiik! 
JfMitr tho -li'Kpinir niiMuliiWH 

4>i2 lliiiiditt'N Mhv no ifihh intruder 
- ^[l■ndl•l'4■'»o)ll^N Moniiiiif IViif'T — 
Iiiydii'H U bu joyful (Ciudo of Firnt 
ititM). -^ 

vor.. xxr. 

48.'). Hmnrl'H \Vli:ii me IhnMa vhioh 
\Xo fin-HfuU t — Awuku tli« luiip, fi-oiii 
'Jreaiion. 

4HI. liiiiilfy Uinhard'M Up. quit thy 
>ow»jr — Tlif iiHJiry l»iid, hy Yoiiuj'. 

48*^. Mfndi'lxholiirfl (> fly with mn— 
Ph« hoar fitMi f»'U-()vHr thf giavo— 
Tytvely. irnldc'Q day of Biiriiijf — Nuvr 
ITiMir' . HonMT- 

4 G. Kieiitsfr*8 TAnd of Liirht — 
Mn*. n in hoIotiiMw'a Hv*) thut tniid n — 
P«si kill's Thi) iiifMintMinHheplif.Td'HHotiif. 

4h7. M trkut Cliorurt from MtsanitUo, 
by Aul>f*r. 

4NJ. I/ahop'ii Ornnt, wo I'C^oooh Tlioo 
— Mozart'rt 'Dion He unmu (Kt Iteturexil, 
frotn ISth Mim). 

483. i)i>ni*t'H Mddritfal, All orent.iirpH 
now are ini'rry-iuiudud — Kuiohavdl'ii 
Anin.'l of Hope. 

490, H'liart'fi Sprin;f*rt rotum — 
Bi'«hop*N Youthful pIcHKurn {n a tiHUiUre 
— KiHH ni<' now. niy daiiinir.Uuruuui Air 

4 M . if tndil s To Th-e, nliei u>ii» and 
B^niphin D<'M invi'n Tc DuuinJ— liundul'a 
Biiiir until <^n1 (JudaH). 

4!>'i liuin. iiri'annia—Tum Bowling 
— 'I'hi! Day of Hijw-uy. 

4!*3. Mvn'a-voiou Munin : EiM»nhof(ir*H 
TjiKht of hfart are ladi'-H fair— Hchultz'N 
Bt**ep iM)ttly lovi) — ZuiiiNt«<>K'N Good 
niirhe, my lov<>— Abt'a honour to thee-- 
"M.inhrxHl'H joyH. 

4UI. Kwi*«H Morning Uymn—Trirn- 
nel'H Hark! rwi.'H voiiitM on thu waters 
— Klliott'K Cotrio H«'«' what plpanuni*. 

4^5. lii i^ht mom hnM nH«n, hy I'axton 
—Are wp Mf> Roon to pait. >iy Otto 

401. The Chough and ilrtm. by Bis- 
hop~Moili>y'H King wc> and nhant it 

4W. Tho niuiini>r'H lotum — HIepp. 
maidco. sle(*p— All around is hushed in 
■lunit>er - Oft at nvo. 

408 Union, by Ijahp«— O, peaceful 
▼ale of p-Ht, bv w. J. Young. 

400. Bh>st ho thu hand, by Handel^ 
M Haydn's Tl'-nr my prayi«r. 

600. Hotittish Airs : 'i'he CamplHiIls 
are oomin' — Sc^it's wha ha'e — Anni«; 
Lauiii'— Wa(**8 me for Prinoe Charlie — 
O rtiariie is my darling. 

601. O oomti when) skies aro loTuljr 
— Weloome breezes blowing — Glide, 
rirer. 



602. Bwskw's Comft. merry comrades 
all (Clioml maruhj^Wben tlie swallows 
honii'wai <U fly. 

503. Dt'*hop's Fur atray frr>m every 
plpiuiuru — llossini's U^iw softly are 
ghifiving. 

50 i . Brin'py Rinhard*M Tho Cambrian 
PliiiUH — Stevi'u s Whrn tho toil of day 
is o'or — ''totaiftt's Fai'HwHI, dO'iresb 

50 1. IEundi*l's O how gi-eat the glory 
— Handi'l s Thun rolling surges lirto 

6iHl. Com«*, .MadaliiiP, come, Hwahlan 
Air; hnrnioni^fd hy Ku'*kon -Awakt-I 
my truo love ( I'lio I^orelri^— Ah, whore's 
tlie miller s daughti*r. 

vol.. XXTI. 

507-S. Bishop's Mi-rry lM»ys, away, 
awav. and Tho fl^hormaii's goixl niuht. 

501)- lU. Hii4hoT>'H Now by day'H re- 
tiring lamp, and AIUirian(*e wo ttMtfUt. 

51 1 - 1 V. MiMhi ip's Vi'n'.ri'ancH we twcar, 
and 'Tov ! jov ! niim* thn hhout. 

51.^-11. Hies' CantnU. Morning — 
Bishop's Who is 8yl via? 

51.)-'(-7. Ilandi'l's fmrnortal Ijord of 
eari h andskiiii -Ho na w tho lovi-ly youth. 

61H-0. It ilian Hiihul, hy Gence. 

50-i-l. MaclM'th Munio. 

rt*iZ-ii. MondulsMohu's Fostgesang for 
B.C. PH. 

(ThU Volum9 in not jftt eompletsd.) 

VOL. XXtll. 

681. English Aiii. : Tho lass of Bioh- 
mond-hill — Hally in our alb-y— Ltmg, 
loii-r ago ~In my nutt-ago near a wood. 

H'Vi. Kroni *'C^)nin'oga'ional Cliuroh 
Musio:" Ch lint is risen I J Oosn^ — l.et 
tho p<>«tple praiwo thf>e— I will both lay 
itiu down— I will sing of the liord— 
Prom **Chumh Piialtor:" Evoniny and 
nioniing — Ahido witli me. 

KlS. Kong of tint gi()Mies— The flther 
fM)y -As down tho stream uf life— Fuot- 
stopM on tilt! stairs. 

5'I4. From " Ifymns Ancient and 
Modrm ;•' Jphu, lovfr of my soul — 
thrown him wiih many orowns— Fitfroe 
ragetl tho t«'mp(;Ht — O ParadiHe— On- 
ward. Qirintinn soldifjrs— Pilgrinmof tho 
iiiubt — Ktemal Father, strong tc> save. 

A36. Tho ll«Kl, White, and Bluo— 
Thou art gonn from my gaxe— Ahuutiof 
we will go— (;hairs to mend. 

fti\B I^y, from thy vine-clad bower 
— Pio PliMndo iSuHso 

5:i7. Praise wait.(>th for thee— Cry out 
and shout, by Bliw — Make a joyful 
noise, by Boot — Ileavenly Father, by 
Tenny. 

KW Hlio woro a wreath of roses— 
Tight littlt! i»Iand— Karly ono invming 
— O do ir, what oan tho matt<?r ho. 

(ThiJi Volunw. i» not y^t completed.) 
VOL. XXIV. 

RA6. Verdi'n Far from homo we haro 
wearUy wandered — IXmiietti's How 
blisaf al the mtetlnv. 



AM. Smart*g Thoughts of flhlldhood— 
Fleming's I»rd of the nations (Intcfre' 
vi to) -Kuoken*s I^ive and sorrow. 

697. Iteiohardi's Home, O where is 
thy lie t havin (The exile) — C. F. 
Adam's Niicht and morning — Mighty 
Fatlier of the world. 

5.VJ. Hteven-on's Hark! the vp»per 
hymn -Paxton*i4 How Hweet, how fresh 
— Jaokson's (^»ine when the dawn. 

fr'»0 Hmart's O wake love, wake — 
Lahee*s Kxoelsirir. 

6 io. Hcaiishriok*s O praise Ood in his 
holinoNs-I)o Monti's Thou art full uf 
oc}inpasNii»n. 

6«ll. Mendelssohn. The hunter's fare- 
well— 81utnhor Koftly— The voyage: all 
arranged for H.C.T.B. 

5112 Lihoo's How sweet U sleep — 
Young's The mountain mai^l. 

66.) Paxtim's Hail, blushing goddeee 
— Dimiz^tti's O I'Ummer night. 

6tfl Kuoken's The soldiet 's farewell 
— Aht's I be oiitwai4 bound ~Cn>toh's 
Qo, tuneful biid. 

603. Haydn's Achieved is the glorioui 
woi k -Choi ale, by Baoh. 

6»W. Wilhye's I Jidy. when I behold- 
Amo and Bishop's Blow, blow thou 
winter wind. 

{This Volume is not yet completed.) 

yojTxxv. 

This volume consisu entirely of mim's 
voino mu»io. 

679, M<»zart.'s O music, joy of heaven 
-Callcott's Orwn thorn of the hill of 
ghocU — Mendelssohn's W^'ve staokod 
tho l(»ad. 

580. Weber's What light, hiirh 
sti earning o'er us — Astholti's The 
lioalthful chase invites us— Beethoven's 
Holy night, within this breast— Dttrr- 
nor's The merry Hpring retumeth. 

581. Biwfforth's Mark'd you her eye 
of heavenly bluo— Abt's Bunset and 
night— Dilrrnor's The ploughman— J ur« 
gen'H The bright bloomingMay. 

682. Weber's Fkrewoll now, ere wo 
sail— Muller's Usten, dearest, listen — 
Hohuliert's How calm art thou, l)eant.iful 
night— Paxttm's Upon the poplar bough 
-Muller's Hark, the impatient steeds 
ate neighing. 

683. Bishop's Bleep, gentle lady — 
Besohnitt's Float, ve sounds— Abt's O 
sons of song — Kuhlau's In the forest 
glades there i-t peace, 

684. Abt's gliding through the placid 
waters— Weber's Lut sow's wild hunt— 
Muller's Thought-* of home, where'er I 
wander— Uirschner's I know a maiden 
fair to 



6S6. Horslev's Come, gentle eephyr 
—Mozart's When to his rwt— Abt's 
Tiimugh tho soli'mn forest— Marsch- 
ner's From distant lands I greet thoe 
OlucA'i From thy throne. 

069. Bfielmitt'i HkB, murfo^ hill !— 
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880. Holy Fjithor, with praise— flrnii? 
of thft dyiiiiinifis -llorc we Hrimd (»'xei- 
eiite m>iiK} — fill' iiiniiiitiiiii liitrn'-Hwi'vt 
thu qiik't pv«-iiing-»'I out"— Hhui tlio 
door—Tho buurt aiu nil e<}iiiiii(f. 

VOL xvrr. 

(• hnrch MhsU'. ) 

8S7 & 3SS I) Aiuit uiit-i the Tiovd 
Puifli'il 1 will in'uriiify rh>e. Pttli slrint 
—Few an- thy dayn. Dr. C Tyo 

8S!>. Ti- D.*u II tj-iuilaniiuand Kyric 
ElHirtiin, (^iiurlfrt Kill-/. 

90(1 .V :y.)\. Iii'iiiar^. Ohiirim King- 
SftiiiitiiH. .loliti Davy — NiiMMju rrt-ea — 
MitfniitlwiL mill Nuim Dnniiti.'*, Kiiitf. 

mfi. I'u Uouiii l.rfiudaiiiLiM, Dr. Cliuki- 
WhiiH.ld 

ao^i ic HDl. Ju^iilat.— SaTintiiij -Kyri'- 
Eli'ixoii— (ilm-ia -Nicciie (U'cikI — .M i^iii- 
fliMt and Nunu Di .•litis, Di* (Jl>irki 
Whi (leld. 

8!>5 & .iW\. Tk Di'iiin Liudamusi and 
Juitilaic, L'lioinui Klidnii. 

Si)7 dc VKi Tm n uiii Laudamus and 
NiociiL' (Jrt'ud, Di*. Ciitft. 

9itQ de iUO Vtf D uiii Laudamu« and 
Jubilate, Dv. (kiokf. 

401. Thu liiiid iH Kinff, Gnift. 

40J. H.'h'i d 11 1 w, praise ye. Purcell — 
Behfld now, p amtt yo, Dr Ci-cytfh on. 

40^i. Tu lii'Uiii L lud.iinu}! -> danutUN 
and Kyiin I<UfiM)ii, L).-. Xnroi*. 

4U4 i^e 40.1. Jii>iila:o— Niceno Creed - 
MaifUitl-'Hland Xiui': Diiuittid, Dr. Nare> 
— IV.ioli iiiu O lj<».d. It'ii^m-s. 

406 Wiietewitliiii ithail a younff man 
Dr. Boyo. 

40 ^ 4()S. O where shall wisdom hi- 
found, Dc. Boyco -The Lui-d pi-ederveth 
W. Hayi-a. 

409. iiy the waters of Babylon, Dr. 
Boyce 

410. Put me not to rebuke. Dr. Croft 
— Bedouud ili« praise. Dr. Cooke. 

voL~xvur. 

('■hu'ch Muuc ) 
4tl. AttwtMKi'H re OiUiuinD. 
414. At: w(mk1*« Jubilate in D 
41.1. AtLwtHKl a SuiictuH and Kyrie in 

Q_0 Kivc tliaukrt uiito the Lord, arrau- 

gwd from P.tlestrina by Dr. Aldrich. 
414 lloManiiah to ititt Sou of Divid. 

by Orland<» Uibboni*— Teauh me U Iiord. 

by W. U. BulMtKik. 

4 1 6 & 1 1 0. O Saviour of the world and 
Te Deiim in F, by iioM. 

417 & 4 Irt. The jflory of the Lord. Oosa. 
419 Ac 4ii). O praiite the liOrd, iiitiw. 
Aii & 422. The Loid is King, by Mac- 
fat n'n. 

423 And they bnmifht yonni? chil- 
dren, by Li^ihee— O praiao the Iiord, by 
Weldon. 

424 if thou Mhidt confetw. by Pales- 
txina— I will aris>', by Dr. Oreyirhton. 

(HM volume is not yet completed.) 



VOL. XIX. 
43.5. Polt<m*s Come. t'liiriiM all— floft 
fl(Niting on the evening air — F><reHt 

KcllllHit, 

4'M. Bweot land of rest— Gh) and tell 
Ji*f«iH - My piliriim wiiv -Shall we irather 
at the river } -I am wnitinr at the river 
— Ili>av(>ii— H aiitit'ul land of rfxt. 

4')7. All t«iir- tlior lurain— Tlnf hnmo- 
Mt-fHd li«*a'th— Little one. Ciiim* — Swiftlv 
ii'or the tidit -Our Xhhh down the liver 

-I'm with vou— Xo son;?!* t<»-Tiiirht. 

4W. IComH joy of our lieartM, by 
Hi-tliop— Ijiivu at hoTne — .May •* »nir ■ 
rh • niNtliiiu' •«iirinir - in/iT'a u^mkI niirht. 

4'U). rht> jov'Mix Tiumth of .May \\iv* 

no lie— TIh* H]iiinj-ti ne— f*oftly now tbe 

i^^i^• of day— Not a ttmr. not a fear — 

■ '•tU'oin TiMi — .\ wet shix't and a ti>»win^ 

si'a— All I vainly wi* waiide . 

4 10. rii« < ^iirirttian .Si'dier — Anniver- 
•*afy wm^— rtin'in}jf f«a' J'*hiih — lieoruit 
fill thu army nbi»v« — We bow in prayei 

- riie swerti'St uirni! — Lalwiiir on. 

411. I^-idy, hirnr no more— The hnn- 
t.i'i*i4 pli'aHiire— Tiie rally— I'he Bummer 
dell— L-'t me rent iu the land of my birth 

-Isle of Beauty. 

412. Wht'n iro«sin« love, by Motm^ey 
— Th*' German Fahi'ilmd— 01 the merry 
iiarvj'Hr. time, bv Webb 

4 li. IIiuT ih for the Q'locn, by>Lahce 
-Too Wa'c'i by ihe Khi'ie 

411. Tne miiiufe-ifuii at nea—T know 
a fiiiy lH)wer— Son'^r <»f the Civalii-r— 
M»Mi of rhoiizhr. Im' U'i -Broken thit'ad'*. 

41.). (/ii*i''tm-i<< M mic: Bwi'eteMt an- 
g»»l viiifMv-i -OimI rest you. merry jrentle- 
lu n— (airist'iiin Bells— .Scar of the lia^t 
—.Silent niirht— Oloiioui. iH'aut^efmH. 

44f| Tru-it OikI -.My h »me U r.her*»— 
Wake the nweet antheoi— Behold, O God 
our >hiold -My Father's h lU**. 

4 17 F.otow'a Coin»f where flowers are 
tlin}fiug— F«) (r<)t and fortfive. 

44S JLiyrnify, icloiify; final chonL** 
of Lt(M)t H fi'lahfuvir'a i'VfiJil— KiiiS me 
mother, ere I dig. 

419. WeNh Airs: Fm a shephe d 
born to Borrow (Il»b y d"ri dando) — 
Where are thi? old Kymry (Llwyn On) — 
Sin.' we with the jiyous Ih>11s— (BelU of 
Abirdovey)— Life is a battle (Captain 
Moigau'tt .Vlamh). 

4)0. The Birl Fve left behind me 
(Earmonid d by Macfarren)— The cot- 
tjtife by the sea— Homeward Bound — 
Uueen of the May. 

451. Crampton's Summer S-mg — 
Johnny Sand4 -Do they muw ue at home 
—We miiM thee at home. 

432, Seven Irinh Aim: When thn>' 
life unblwt— rh ■ minstrel Iwiy— We may 
■oam thn)' thiu wo'ld -B>'lieve mc. if aU 
thorio I'nduariiif— Go where glory wut*- 
r.hee— Uieh and rare were the geus — L<et 
iSiin remember 

45:). Christian Mariner s Hymn — Xt \a 
a good thing to give thanks— Olory SLXid 



woTshin arahefore him— We shall know 
eiioh otlier there — The land on hiifb- 
Stand on the mok. 

451 Rellsrinsring— Begone, dull etrc 
— I hi*re wa<< a Jolly miller— Katnm, tail 
g*'ntle eveninir. 

45.%. n- •! ieAt. hrea thd an evrainir Uei' 
•dnir— Sweet rtavinur, blew uw— Sm/ i 
hymn to J- sns - Ravitmr and liOrd of till 
—Praise to thee, Thon frrr>at Creator 

4.^1. The moonlit iiea — Pull KWf 
morrily— Home returning from af«r- 
Whv wailfth the wind— Sweet littb 
vifilpt — The old b^aok oat.. 

4.57. 'Tin niirhr. on the nil nt mranh 
f niMM^Chriwtman Anthem 1 — Meiry Ch»i4- 
man BellM— I naw three nhion o<imnmiNm 
in— The bright now year- Meiry meny 
(7linstinnn. 

4.'iS. O. oomn to me (Oamivril of Vf- 
nine) -I'\'e a home in elnuIdI.iwl-0 
ha.itiMi from the Itu^y town — I here'i 
work for all to do— Come a^way to mj 
home. 



I" 



VOL. 

459. Jack«nn'M Oav SprifeA — Shep- 
he'^r«hom— I/ihee'n Ah! how nkllfiil. 

4fiO, Pmart'K anthem. Now nnto Him 
— M.arop'lo'n Thnheavimn declare. 

4ni. The miller, by Hobertshaw- 
Anld R'tbin Gray. 

482 8 Ti art's When spring cnrnM 
n»uiid— Sfviffoith's dime boiinteons May 
-Morlev*i« My bonny 1am nhw mmileth. 

4iX Bishop*^ Hark! 'tis the ni^bt 
wind. 

4ft I l^facfarrenN Pmned betheLord 
R4»1le'B O FjO d mo t holy. 

405. Mm. Rartholcrnew'n Chnrds and 
Word*- Mav Bon'/— Rattle Praver. 

4B6. CalleotA'n With niirha. a'weetrow 
— BUhop'i* the Silver Qu(H*n. 

167. Greville'a glee, Now the brigbt 
morning Star. 

46S. Crampton*n The Cnekon— Soon 
thou shalt sleep— Slumber aweetly desr- 

i>8t 

4R9. Bach*<* Glory to God— O mom 
in snlend'-iur— Day evi*r blessed. 

470. Jankvm'H Summer, gl oo w ra e 
«ummer— Hark! the sung— Song of the 
little stars. 

471. Kanh's Bow with praiiw Thj 
iflanne all darkness. 

472. Freedom avain ia bringiv, ^ 
Bradbury —How soft the shades. 

47.3. Mozart's Gloria— Handel's Tbe 
Great Jehovah. 
474. TheManeilIai«e— XiaterSpeskpr 
bhiaing gems — Although soft 



-Nor 
aleen. 

475. 

47». 



CaU-fott'n Father of hereos. 
. T/ihee's Do it yonwelf— .Shield's 
O happy fair. 

forth's Sweet Peace. 

478. ^. J. Younga O ooma o'er the 
mountauk— BobectMtfa Awake, ye nid- 



oATALoan or KB. otnwsMfB faBLtaATtom. 



VL 



-nariners — Silent, O Moyle— 
bieathe. 

Macfarren's At flrnt the moan- 
— Calluott'H Peace to the sciuIh. 
Hpi'iH ChriHtman tide — The 
' of the 'wateni — The Standard 

Bi'ch*8 anthem. Behold I >»ring 
d tidiiiiTrt - Bi'ctlioven's Haik! 
ie sleepinar meadows 
Handel's A[av no i-osh intrnder 
deKsohn's Morninn: Traypr — 
s O be joyful (Credo of First 

VOL. xxr. 

Smart's What aie these which 
ayed I — Awake the harp, from 
t. 

Biinley Richard's Up. quit thy 
•The merry bird, by Ytmn^. 
Mt^ndelssolm's O fly with me- 
at fit)Ht fell— Over the grave — 

frolden day of Spriujf — New 
Sonjf. 

K>eiitzf>r*t Tjand of Litrht — 
irtholomew's See that maid n— 
s The moiinrain sheplicrd'H sontr. 
M uket Chorus from MutanitUo^ 
er. 

Lahee*8 Grant, we be>»epch Thee 
rt's Then He arose (Et Besurexit, 
th Miss). 

Benet's Madiical, All creatures 
*e merry -minded — Kuiohardt's 
•f H<»pp. 

Smart's Sprinsf's return — 
8 Youthful pleasure is a treasure 
no now, my darlinif . German Air 
H-ind*'l s To Th'-e, ohembin and 
ri Dett insrt'n Te Deum) —Handel's 
,to God (Judas). 

Hule, Krirannia— Tom Bowling 
Jay of Biscay. 

Men*8-voioe Munic : Eisenhofer's 
f heart are ladins f^ir— Schultz's 
oftly love — Zunisteeg's Good 
ny love— Abt's honour to thee— 
jd's joys. 

Swiaa Morning Hymn — Trim- 
ark ! ^weet voices on the waters 
;t*s Corne see what plea-sures. 
Bright mom has risen, by Pazton 
7e so soon to pait, by Otto. 
The Chough and Crow, by Bis- 
iorley's Sing we and chant it 
The mariner's i etum — Sleep. 
, Bleep — All around is hashed in 
:-Oftateve. 

Union, bv Ijahee— O, peaceful 
rest, by W . J. Toung. 
Blest be the hand, by Handel — 
dn's Hear my prayer. 
Scottish Airs : The Campbells 
nin' — Scot's wha ha'e —Annie 
— "Wae's me for Prince Charlie- 
lie is my darling. 
O come where skien are loveljr 
9me breeses blowings Glide, 



502. Becker's Come, merry comrades 
all (Choral march)— When the swallows 
homewardit fly. 

5()3. Bijfhop's Far away from every 
pleaMire — Rossini's Huw softly are 
glaiifing. 

50 i. Brin'py Richard's The Cambrian 
Plume— Steven s When the toil of day 
is o'er— ?*torace'a Farewell, dearest 

605. Handel's O how great the glory 
— Handel's TliUi^ rolling surges lise 

50H. Oomp. .^^adaliIlP, come, Swabian 
Air ; harrnoni«'ed by Kunken —Awake I 
my tiiie love ( The I»relii^— Ah, Where's 
the miller's daughter. 

voir^xn. 

607-S. Bishop's Merry boys, away, 
awav, and The fisherman's good nii^ht. 

609-10. Hiahoi>'s Now by day's re- 
tiring lamp, and Alleiriance we swear. 

61 1 - 1 2. Hishop's Venifeance we swear, 
and Joy ! joy ! raise the nhout. 

613-14. Hies' Cantata, Morning — 
Bishop's Who is Sylvia ? 

61JWt-7. Handel's Immortal Lord of 
earthandsVies— He Haw the lovely youth. 

618-9. It ilinn Salad, by Gcnee. 

60-i-l. Macbeth Musio. 

622-3. MendtdsHohn's Festgesang for 
S.C r.B. 

(This Volunu ia not jftt eompleted.) 

VOL. xxni. 

681. English AirH : The lass of Rich- 
mond-hill— Sally in our alley— I/mg, 
lonir ago— In my cottage near a wood. 

632. From ''Comrregational Cliuroh 
Music:" Christ is risen (J. Goss^— l.et 
the pe^iple praise thee— I will both lay 
me down — I will sing of the Lord— 
From *' Church Psalter:" £vening and 
morning— Abide with me. 

633. Song of the gipsies— The flsher 
boy— As down the stream of life— Foot- 
steps on the stairs. 

634. From ** Hymns Ancient and 
Modern:" Jesa, lover of my soul — 
Grown him with many crowns— Fierce 
raged the tempest — O Paradise— On- 
wai d. Christian soldiers — Pilgrims of the 
niifht— Biemal Father, strong to save. 

635. The Bed, White, and Blue-* 
Thou art gone from my gaze — ^A hunting 
we will go— Chairs to mend. 

636 Lady, from thy vine-dad bower 
—Pro Phnndo Basso 

637. Praise waiteth for thee — Cry out 
and shout, by Bliss — Make a joyful 
noise, by Boot — Heavenly Father, by 
Tenny. 

638 She wore a wreath of roeee— 
Tight little ixland— Bariy one morning 
— O de ir, what oan the matter be. 
(This Volume ia not yet completed.) 
VOL. XXIV. 

666. Verdi's Far from home we have 
wearily wandered — Donisetti'a How 
bliMfnl ths mMtlDg. 



666. Smart*! Thoughts of childhood— 
Flemings Lord of the nations (Integer 
vi ee)- JCucken's Love and sorrow. 

657. Keichardi's Home, O where is 
thy hie t haven (The exile) — C. F. 
Adam's Nitrht and morning — Mighty 
Fatlier of tbe world. 

658. Steven-on's Hark! the veoper 
hymn -Paxton'** How sweet, how fresh 
— Jaokson's Come when the dawn. 

fr^. Smart's O wake love, wake — 
Lahee's E)xoelsior. 

6- iO. ScarisbHck's O praise Ood in his 
holiness— I>e Monti's Thou art full of 
compassion. 

6H1. Mendelssohn. The hnnteHs fare- 
well— Slumher H<»ftly— The voyage: all 
arranged for S.C.T.B. 

662 Lathee's How sweet is sleep •> 
Young's rhe mountain mai'1. 

663 Paxt«m'8 Hail, blushing goddsM 
— l)(mizetti's O hummer night. 

564 Kuoken's The soldier's farewell 
— Abt's The nutwaid bound— Crotdi's 
Go, tuneful biid. 

663. Haydn's Achieved is the glorious 
woik— Choi ale, by Bach. 

5rt6. Wllbye's I Ady. when I behold— 
Ame and Bishop's Blow, bl<jw thou 
winter wind. 

[HiU Volume is not yet completed.) 

vol"xxv. 

This volume consists entirely of men's 
voice muoic. 

579. Mozarf.'s O music, joy of heaven 
— Calloott's Gi-een thorn of the hill of 
ghosU— Mendelssohn's We've stacked 
the load. 

680. Weber's What light, high 
streaming o'er ns — Astholts's The 
healthful chase invites us— Beethoven's 
Holy night, within this breast— DQrr* 
oer's The merry Spring returaeth. 

681. Spofforth's Mark'd you her eye 
of heavenly blue— Abt's sunset and 
night— Dilrmer's The ploughman— J ur- 
gen's The bright bloomingMay. 

582. Weber's Farewell now, ere we 
sail- Muller's Listen, dearest, listen — 
Schubert's How calm art thou, beautiful 
night — Paxton's Upon the poplar bough 
— Muller's Hark, the impatient steeds 
are neighing. 

588. Bishop's Sleep, gentle lady — 
Besohnitt's Float, ye sounds— Abt's O 
sons of song — Enhlau's In the forest 
glades there U peace. 

684. Abt's gUding through the placid 
waters— Weber's Lutznw's wild hunt— 
Muller's Thought-* of home, where'er I 
wander — Girsehner's I know a maiden 
fair to see. 

685. Horsley's Come, gentle wphyr 
—Mozart's When to his rwt —Abt's 
Through the solemn forest— Marsoh* 
ner's From distant lands I greet thee 
Gluok's From thy throne. 

066. BfMlmitt'8 Hftil, mudo, fiaU !^ 
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OATALOQUE OF MB, OUSWEX*S PUBLIOATIOSS, 

MATERIALS FOlfc TEACHING THE METHOD. 



M0DIJL\T0R3 —The fonowing is a oompleie Urt, with 
the rtiuni ul' piMUige added ia brucketB : — Ptiokvt (Id. for lOU^ 
id., or in packeiM at 25, bd. ; Uixnu (Id. for 12), Ad. ; Uiiuie 
mounted Mu cai diMMTd, 2d. ; Uaid(id. lor 12;, Id ; NfW Three- 
penny (Id for 6j, 8d. ; Sixpenny (td. for 2), 6d; Ditto, on 
roliei-M 2(i. 6d. ; 8hiiliiii? (Id ), U. ; Drawing Boom (Id;, Is. ; 
Calico (2)1. ;, 2-i. Cd. ; Ditto, mounted on roliers, 1a. : Large 
Extended '.4d.J, %a. Od. 

IONIC 80I..-FA TIME CHART, by Johm Cubwix. Size 
8ft. by4tt. PiioeHd (id.) 

WALL SaUKTH OP EXRRCI8E3 AND TUNKS.-Nos. 1 
to 6. 3d each, .noh 7 to2:{, 6i. each. A copy of the contt-nte 
of the whole eeritai of Wall tiheettf may be had of the publisher, 
price Id. 

LOOP-BINDEE FOLIOS.— The new " Loop-folio '» allows 
the payen to lie fully open, and does not tear the paper. The 
foiiowiuK are the prices with postage (^elastic bunds can be 
had at ^d. per pair; :— Loop Folios, ** Reporter" sis ;. (2d), In. 
DitUi, gilt extra (2d.), Is. fid. Ditto, for Plaistow Part-Musio 

i3d.). Is. 6d. Ditto, for Instrumenfai Miuio (4d ), Ss. Loops 
01 aiitfi. in boxes of one gross, r2d.), 4d. Ditto, stronj^er 
made, 6a. Ditto, stroni^er still, 6d. 

SPRING BINDER-FOLIOS.— The sted springs are so fixed 
in the back of the folio, t hat by situply bending back the covui-s 
they are o[)ened to leceive the paper, which they Mill then 
hold just the same as if bound. *' Reporter " size, price One 
BhiiiUig. ▲ better folio, extra cloth, gilt, price la. 6d. 



I TONIC SOL-FA HUSCC PAPER.— « Reporter** size, b 
sections of six sheets, 2d. Alai|fer sixe, ia t»eotijiis uf tn 
sheets, 3d. 

TONIC SOL-FA M.S. MUSIC BOOKS.— I. A book coa- 
tainin:< iS piges of the bir^j^r siz-) of Sol-fa muiio piper, ; 
b«mnd in mdruied cover, priiie One Sliiiling. II. A book •■ m- 
taiuing 43 pa^es of music paper (" RepuiCer *' Mix.;), bouaJ iJi 
marbled oover, piice 6d. 

TONIC SOL-FA TUNINO FORK.— These are tunod. un-i^ 
Mr. Cui-Wi^u's direction, to the pitch (512 complete vibraiMui 
pur second for the middle C) reco:nend>'d by dir Joh.i ii-.T- 
schel :— Tu4 Teaoher's Fork, la. Tue Pupil' .■^ Fork, v^m&.KT , 
is. The Ladies' Fork, (sinallerstillj.silvtjr-pULttHl. 2s Diio. 
gilt. 3i. 6 1. The A F< irk for Insurumenialists : — ^Pupii's size a. 
Ladies' size, silver-plated, 2a. 

CONDUCTORS BATONS.— Plain, price «s. In dartt.- 
woods, price 4s. and 5s. Silver moun ea with in<?ciipti<m. lur 
presentation, from 9()s. Qpw<ird3. Apply for fuller particuUni. 

TONIC SOL-FA METRONOME, U., postage l^d. 

CLOCKWORK METRONOMES, mahogany 163. ; oririth 
bell, 2is. Rosewood, 17s.. or with bell, 23s. 

CHROMATIC PrrCH PIPE. EAaoLxr**. Sonnds all tht 
tones of the chromatic Scale. Price 5s., postage 2d. 

OREAVESS PATENT PORrAHLB METRONOMES, 
Brass &}.; GKirman Silver 6s. ; iiUectro-plated Ss. ; Cxi.t ius. 



TONIO SOL-FA INSTRUCTION BOOKS AND MUSIO FOR INSTEUMEXT3. 



THE HARMONIUM AND ORGAN BOOK, containing 
instructions for both instruments, with a full course of Exer- 
cises, a selection of Pieces, and a translation of Kohleron the 
*' Art of Fingering." Price 2s. 6d. Postage 4d. 

SONGS WITH HARMONIUM ACCOMPANIMENT, by 
O. F. Root, &o. i^nted in large type, music size, price 3d. 
each number. Nos 1 to 7 now ready. Postage of six copies, 
Id. 

HARMONIUM MUSIC, Nos. 1 to 6, containing soft volun- 
taries, and pieces from Mozart, Uiiumel, Riuk, Bach, Schu- 
mann, Mendelssohn, and Root. Price 3d. each. Postage of 6 
Id. 



THE FIRST PIANOFORTE BOOK, founded on C. Orobe's 
" New Method for the Pianoforte." A very elementary and 
caret ully progressive course, full of pleasiug tunes. Price 28. 
6d. Postage 4d. 

BONOS WITH PIANOFORTE ACCOMPANIMENT, prin- 
ted iu laige type, music size. Price 3d. each number. Nos. 1 
to 5 now ready. Po.-ftage of 6, Id. 

PIANOFORTE MUSIC, Nos. 1, S, 8, and 4, containing pop- 
ular melodies, with variations by (Jharles Grobe. Piiue 3d. 
each. Postage ot 6, Id. 

THE BRASS BAND BOOK, c<mtaining instructions forth* 
Cornet, the liugle, the Uantouu, the Euphonium, the iioinbui 
d(m, the Trumpet, tlie Trombone, the Fieuuh Horn, and thc 
Ophcuieide, aud an explanation of the sfcruutur e of the iusti'u- 
meuts. Price Is. 4d. Postage 2d. 

THE OER3IAN CONCERTINA BOOK, with full instru- 
Uons and exerciseo. With hints to show how far harmimy 



can be developed on this cheap instrument. Price 3d. Post' 
age of 6, Id. 

GERMAN CONCERTINA MUSIC, No. 1 containing poiu- 
lar aiis harmonized for this instrument. Price Sd. Padtu..'e 
of 6, Id. 

CONCERTINA BAND MUSIC, Nos. 1 & 2, containins * 
selection of popular airs. &c., arrantfed in three and four piita 
for Concertina Bands. 3d caiili. Postage of ti. Id. 

THE REKD BAND BOOK, with instructions for thePlnte, 
the Fife, Flageolet, th.- Clariru.t, the Oboe, tlie Bjanouu. ih* 
Cymbiils, and the Di urn ; and inauy arrangemenis for Drum 
and Fife Bands. Price Is. Postage 2d. 

THE STRING BAND BOOK, for Violin, Viola, Violincello, 
fto. Price 2s. Postage 4d. 

STRING B.AND MUSIC, Nos. 1,2, ft 8, cxmtaining Plefel's 
Duets for two Violins. 8d. each. 

No. 4, containing exercises for the Violin, sapplemen'.iry to 
those iu the " String Bsind tiook," soleuted f rom Campaguuli'a 
vvoik on the Vioim. Price 3d. Postage of 0, Id. 

OROHESTRVL SCORES, con:uining seleotiona from the 
rnrttnimentiil Workr* of the best ma'^teiT, priuttd in mil sft>.e 
iu the Toiiio Sol-la >fotatioa. Price Od.oavhuuaLber. Twetri; 
iiuiubc.s now ready. 

INSTRUMENTAL MUSIC, being band parts in Tonic Sol- 
ta, of gl(M.>s and oratorio choruses. Seven nuinbersnow reiuir, 
each consisting of four parts A iirst violin, B seoumi vioiiu, i* 
viola, and D 'cello and bass, sold separately, Od. each. ParU 
lor the other instruments may be hud in M.tt. 



OATALOOUB OF MB, OUSWMJTB FDBLJOATIOIfS, 



TITE SAT^BATH ITTMN AND TUNE BOOK. 

A bonk for t)ie oon^regation and the Sunday School, edited 
by- John Curwrk, the harrnonies revised by Jamks Tuklb, 
Orfpiniiit of Westminster Abbey. Thin book prc8ent8 at every 
oi>rniiig H tune uud hIx or seven hymns adapted to that tune, 
and marked fox exprension. TUero are 77 times, and 467 
Lyrrins. 

a he varioofl editioiw of the "Sabbath Hymn and Tone 
Book" are na follows:— 

C. Kxtablis]icd Notation with " Con^egational Anthema, 
No. 1," and " bible ChoiiU " In cloth turned edges, 2s. 

D. Tonic Sol-fa, with "Congregational Autheina, tTo. l.'^ 
and ** BibW Chants." In cloth, turned edges, Is. lOd. 

H. llie Sabbath Hymn Book with worda of "Bible 
Chants," and the Canticles, price in do ii, Is. 4d. 

J. The Bible Clasd Hymn Book, ctmtaining the " Sabbath 
Hymn iJook." with "Cliild's Own Hymn Book." Scripture 
Kcfci cncoH. Bible Chants, 636 hymns. IMoe Gd., in cloth. 

K. Sabbath Tune Book, with Pianoforte acv)mi)uxiimont, 
with addiiiun:tl tunes for the "Child's Own Hymn Book," 
(12 J iiicces), piice Is. 

T. Sabbath Tune Book (K), in the Tonio SoI-fa Notation, 
with Responses, Banctut, and Oluiia, (187 pieces), prioe, in 
paper covers, 4d. ; in cloth, t!d. 

U. The complete h^-mn and tone booki in fha Eatablished 
Notation, witli the addition of 40 Bible Clianta, 12 Congrega- 
tional Anthems, 00 Chants, r^puuses to tho comauuidiueuta, 
&o. In cloth, piice 2^. 4d. 

y. The same in the Tonio Sol-fa Notation, with tho addition 
of a Clioral service. In cloth, price 'is. 4d. 

Note.— The first and second Hnpplies of any of this aeries 
(cz«» pt J) can be obtaim d at half prioe, by application, wlt!i 
cash, to Mr. B. Obiffitub, North btreot, Plaiatow, JLondun, K 



THE PEOPLE'S 8EBVICE OP 60X0, 

A tune book for the pew and tlie home circle, edited by 
John Cuuwkx, the harmonies reviticd by Oroeob HuOartii, 
£3«q. The book contaiuH 212 Fsalm Tunes, Chants, and ( on- 
^•gatioiial AnthcniH. The various editiotis are as follows : — 
Fianofoi-te and full score edition, 6s. Oi gan and slioit score 
edition, 2s. Tonic HoUfa edition. Is. The 'i'enor part (iu the 
G clef). 6d. The Men's part, Is. The Wumen'a part, is. 
bul-ia Wumin'u pait, td. 



GONGREOATIONAL ANTHEMS, 

Edited by John CuBwair. 

No. 1. — 1. Pray for the Peace of Jerusalem.— 2, HoIInen 
becometh tninc house. — 8. Sing, O Heavens.— 4, Now unto 
Hini that is able.— 5, Bi-nediution.— 6, The Loi4 is merciful. 
—7, 1 was glr.d when they said unto me -8, I will ai-iso.— 9, 
{>aiietuH (Cnmidge).—\0, Come unto me.— 11, Thine, O Loi-d. 
—12, I^rd, biCSH us still. 

No. 2.— 13, Our soul waiteth for the Lord —14, I will mag- 
nify thee.— 16, N«iw unto tho King.— 16, The eajth is the 
Lord's.— 17, X will extol Thee.— 18. O praise the Loid.-ig, O 
Loid my God.— 2U), O piaise Ood in hia holiness,— 31, Sanctus 
(Orlando Oibbons). 

No. 8.-22, Jackson's Te Denm (arranged for four voices 
and in a lower k^y, so as to be more congregational).- 23, 
Hear me wlien I call.— 24, Olory to God on high.— Come, let 
ns Join.— 26, Salvation, O the Joyful Bonnd.— 27, How beauti- 
lol upon the mountains.— 98, Gloria Patii (Dr. P. Hapu). 
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No.4.— S9, 1 will greatly rejoice.— 80, Great is the Lord.— 
81, Hethatgoethfor "1— 32, O love the Lord.— :«, O pniise 
the Lord.— 84, Bleiwing and Glory.— 35, As tho hart panteth. 

No. 6.-86, He loveth righteousnotfm —37, Knter not into 
judrment.— 3S Itisagood thing to give thanks.— 3i), Glury 
and worahip are before him — 10, How beautiful upon \ he 
mountains. — ^tl, God will «a-ise and have meroy.— 48, Glury to 
Ood in the highest. 

No. 6.— 43. Comfort the soul of thy servant.— 44, BIcm the 
Loitl.— 45, Praise ye the Lord.— 46, Pniitie Uirn —47, Sing, O 
h(>avens.— 48. Ulossed are peopla.— 48, Cast tity burd -n on the 
Lord.— 60, Thou wilt shew me the patb.-61, Blessed be the 
Lord 

Tiixro SoL-VA NoTATToa.—lfiimbera, prioe 2d. eaoh; Noi. 
1 to 8 in wrapper, 6<1 ; Nos. 4 to in wraiip t, 6d. 

EsTADLisiiKD NoTATio.v.— Numbers, price 8d. each.; Not. 
1 to 4 in wrapper, lOd. ; Nus. 4 to 6 an wrapper, lOd. 

Wklsii Tosrio Sol-va Edxtiox.— Xn three numbers, 9d. 
eooh, or complett, Od. 

BIBLE CHANTS. 
Being passagee of Scripture, arranged for Choral deolamatimi, 
by JuHN CuBwaa. The hannonies revised by Jambs TuaLB, 
Esq., Organist, VfestmiuMter Ai>bey. Old ^lotatlou ediuon, 
prioe 2d. Tonus 8ol-fa edition, prioe Sd. Be eaief ul to speeif f 
^hich edition you require. 

THi£ CHOBAL SBBVIOB OF WBSTiONSTEK 

AMD ABHAQH. 

Edited by Jambs Tusls, Esq , Organist of Westminster 

Abbey. Translated into the lonio Sol-fa Notation by per* 

mission. Piioe Id. 

CHANTS, RESPONSES to ths COMMANDM' NTS. k§* 
Edited by Jonx Cuawair. The music in both notations, prioe 
2d, Containing : — Sanotuses — Responses — Gioiia 'ribi ^ 
Venite— Easter-day anihem— Te Dtum— Beuedicite— Beni- 
dictus— Jubilate— ALagnifioat—(?antato Domino— Nunc IMm^ 
ittis— Detis Miseratur, with a number of chants to each. 

TALUS'S RESPONSES. 
Arranged for four voices, by Sia John Goss, Organist ot 
St. Paul's Cathedral, and translated by permission. Piioe id. 

THE CHILD'S OWN HYMN BOOK. 
The first and still the favouiito of the penny hymn books 
Oimtains 169 children's hymns. Neatly printed, iu wi apper, 
price id. ; in doth, piice 2d. An ediuou in large type, suit- 
able for the teacher's own use, piioe in cloth, 6d. The sole of 
the "Child's Owx," ai>oat 800,000 a year, indioates quito 
sufficiently ita well-established populaiity. 

THE PLAISTO W HYMN AND TUNE BOOK. 
The hymns in the '* Child's Own," with the tunes in four 
parts, in Tonio Sol-fa notation. Eaoh tune is on the same 
opening with the hymns which are to be sung to it i1m 
harmonies are by Jamks Tubls, Esq., Oi ganist of VVestminstsv 
Abbey. Prioe in paper covein, 6d. ; iu eloih, turned edges. Is. 
At the oominenoement is an intiuductary euuive of lessons on 
the Tonio Sol-fa method, by Joum Cuuwrn. 

THE CHILD'S OWN TUNK BOOK. 
Containing tunes for all the hymns, n tlie Established Nota- 
tion, an-ouged for the pianoforte aud voices. Tiie hornioaiea 
by Jambs Tuolb, Esq., Ui-gaiiist of Westminster Abbey. 
Price, in doth covers, Is. 

THE BIBLE CLASS HYMN BOOK. 
In oloth. limp, prioe 6d. This work consists of the *' Sabbath 
Uvmn BooV^ fmd the " Child's Own Hymn Book," and eon* 
taaas altogether 886 hymns. 
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THE 



Crystal Spring 

OF BAHD OF HOPE MUSIC. 

Toaria Sol-va Edittov. Oomplete in wrapper Td., postaire 
id., or ia twelre numbeiSi id. each ; posta^ of IS copies, ^d., 
aa follows :— 

CONTENTS. 

No. 1.— BriR-bt crystal water— What do you drink ?— Parmer 
John— I love the crystal stream— A little word— Do something; 
(a song with humming accompaniment.) 

No. 2. — Abstainer's hymn- Some love to drink— The crystf 1 
fountain— W<irk and win— Britain shall be free, hurrah ! — Take 
the pledge— Lidt to the tempenuioe call— Hail to the crystal 
spring. 

No. 8.— Free, free, free— Oive, said the little stream— Bally- 
ing song for B^fnds of Hope— No home— The glorious light 
has burst— The flowers drink their morning draught— Sad ia 
the drunkard's life. 

No. 4.— We are little sunbeams— Sunny stream (son? with 
aooomp ) — ^The bird's temperance song— Follow your leader 
(marching son?)— Come a^ join in our pleasures— The little 
temperance soldier. 

No. 6.— Answer "No"— Drink from the spa-kling rill- 
Hear iM, our Father— \Vlio is a brave man !— I love the little 
sparkling rill— Dare and do— Welcome. 

No. 6.— Away and sign the pledge— Beautiful water— March 
of the Temperance men— Marching song— Clear, cold water— 
The Band of Hope army. 

No. 7.— The father reclaimed— Come, all ye children, sing a 
song— Onward— The social glass— Sparkling water. 

No. 8.— Blessing the children— Hurrah for sparkling water- 
Poor Bessie— There's work for all to do. 

No. 9— %f arching onward— Do the right (Philip Phillips)— 
Hu rail! to the woods we go (Picnic 8ong)—Keautifulsparkling 
water (H. TodcerJ— A cry for h'slp (Iridh air). 

No. 10 —The day is past and gone (T. E. Perkins)- Will you 
come %vith me (Song with aocomp. )— When to say ♦* No " ( r. M. 
Towne)— Ye friends of tempe r ance (Marseillaise)— Anniver- 
sary hymn. 

No. 11.— Pure cold water (T. B. Perkins)— Speak softly (Irish 
air)— Truth shu 1 be victorious (From "Hymns Ancient and 
Modem ")— Water is free (Bradbury)— A Band of Hope Soug 
(Irish air). 

No. 12.— Festive Song (Music from Costa's "Eli")— Mourn 
forthethouHandd (J. W. Fletcher)— Have courage to say " No" 
(Air "The Bed. White and Blu ;")— The sparkling riU ( «/. 
B. Bradbury)— The cooling spring (Braduury). 

Tbs Cbtstaii Spbino is also publiihed in Old Notation, price 
9d.,po8tage Id., or in eight numbers, Id. each, postage j^d. for 6. 

Tbk Wobdb or thr Crtbtal Sprxkq an published, price 
One Penny, postage 8d. for 85. 
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GOLDEN CHAIN. 

A NEW OOUiEOnON OF TOHIO SOL-FA 

SUNDAY-SCHOOL BALLADS. 



Kl 



This is a selection of the newest American Sunday-school 
songs, with music in the Sol-fa notation. Our Transatlantia 
kinsmen excel in productions of this class, and this volume, 
both from its cheapness and the excellence of its contents, will 
soon become deservedly popular."— if«;AadMl Beoorder. 

PubliBhed in Twelve Half -penny Numbers of Eight 
paij^es each, royal 16ino. (postage of 12 copies Jd.}; 
tbe whole stitcned in elegant wrapper, with proiuo) 
and index, ISevenpence (postage Jd.) 

No. 1.— Children, come — O come to the fountain — Tho 
Oospel Feast— Dawning in the valley— The happy time— Sin'^; 
always— O rest thee, brother. 

No. 2. — Our hearts are young and joyous — Oladly, b<'otheiti, 
gladly— What the little thiu'^d said— The lost sheep— Pilgrim, 
hiute thee onward -Sound the battle cry. 

No. 8.— Dutiful children — Lwkin^ unt'i Jesus— O swell th j 
happy chorus— Hail I all l^il— Hark, the voice of Jesus. 

No. 4.— Leaving all with Jesus— On the sweet Eden shorp^ 
A Jewel worth keeping— Dear Jesus, hear me— Pnude hiui, 
praise him— We shall meet. 

No. 6. — Crown him— Come, little one, unto me— Shall w i 
anchor— O send furth the Bible —Little children, Jesu^i calii 
you— Why weepest thou 1 — f here's an ark on the waters. 

No. 6.— Will you go !— Over on the other side —Festal sonj? - 
Breaking through the cloud— My Shepherd ~0 give us to eat. I 

No. 7.— Jesu?, Lord, I come to thee— Strike tho harp of Ziou ! 
— Jesu's little lamb— When the morning light— The glorioin 
day is coming- Work for Jesus— Stand fast— The mom ii 
breaking. 

No. 8.— "Wo are coming, blessed Saviour— The river of love — i 
Little hearts and little minds— FU think of my Saviour— A i 
Saviour ever near— The bright forever. | 

No. 9.— The pure in heart— The house upon a rock— Dark 
through the desert— Bright home above— Look to Jesus. 

No. 10.— Jesu9, tender Saviour — Something to do in 
heaven— O come to the Sunday-sdhofd— Evening song— Thd 
heavenly land— Poor pilgrim. 

No. 11.— Ari^e, my soul-^unday-«ohool volunt'^er song- 
Come airain— Marching on— Oppression shall not always— 0, 
hallowed be the luuU 

No. 12.— My soul, how lovdy— A happy home— Hymns of 
gratdTul love— O come, loud anthems let us sing— One day 
nearer bome^WhiU shq^hwds watched— Blesii O my soul. 



